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Abstract 
This study is an attempt to deal with literary texts from different 
angles and perspectives. It is a new approach that assigns to 
stylistics a very significant role and function different from the 
traditional aesthetic one. It supports the new trends made in the 
discipline that stylistics must widen its scope and frees itself from 
the restrictions and limitations imposed on it since its emergence 
as a new discipline. The present study attempts to show the 
importance of this approach in the analysis of literary discourse, 
and how it is possible to be applied to literary dialogues in 
particular. Taking into account that this type of stylistics 
incorporates with other disciplines, namely pragmatics and 
sociolinguistics, the researcher has taken concepts from these 
disciplines and used a pragmatic model of meaning in his stylistic 
analysis. 
This type of stylistics shows how current pragmatic theories, 
notably those of John Searle, Brown and Levinson, and Paul Grice, 
can be used as tools for interpreting literary texts. It also 
emphasizes the importance of using literary dialogues as "models 
for hypothetical discourse situations" (Herman, 1994:24), which 
help us to rethink and evaluate the linguistic presumptions that 
operate in our construction of the meaning and cohesion of 
discourse. Herman points out that "Literary dialogues.. . stage the 
JLBstract 
principles and mechanisms of dialogues in general, forcing us to 
reflect on our canons for conversational coherence" (ibid: 219). 
Pragmatic theories, as Herman illustrates, seek to explain the 
abstract sociolinguistic mechanisms that enable us to relate 
context to sentential meaning and arrive at inferential pragmatic 
meaning in discourse. This study goes in this direction, 
emphasizing the importance of using this model of stylistics in the 
analysis of literary texts in general and literary dialogue, in 
particular. 
Using Forster novels, this study discusses the issue of 
speech representations in narrative fiction by drawing on 
sociolinguistic and pragmatic researches on style. Forster ' s novels 
feature abroad range of social styles, with style shifts both 
indexing and helping to understand conflicts pertaining to class, 
power, gender and identity. Forster 's speech representations reveal 
a mutually distinctive relationship between style and power, 
patterns of usage and context of use, undermining the 
commonsensical idea that one selects from among various 
available styles to communicate who and what one is. Rather, his 
text suggests that it is by communicating, by stylizing, that 
interlocutors take on a role as selves. Besides, Forster is always 
thematically concerned with the problem of connectedness in 
human relations. His characters desire to understand each other 
ABstraa 
and to connect in true and honest friendship, yet they never feel 
totally fulfilled or totally successful in their relationships. In 
Forster's novels, the powerful social dynamics at work between 
characters make the novels appealing to examine from 
sociolinguistic and pragmatic viewpoints. Forster consistently 
portrays characters interacting with those culturally or socially 
unequal to them and thus encountering inescapable conflict in 
their personal relations. 
The aim of this study is to examine how this thematically 
important interpersonal interaction plays itself out linguistically 
through the concepts of style-shifting and lexical colouring. 
Style shifting, the study has shown, is used by E.M. 
Forster's characters to negotiate their power in conversational 
exchanges. Forster characters are able to shift from one style to 
another according to the communicative situations. Using the 
concept of face action as a criterion for analyzing style shifting, it 
has been found that Forster's characters negotiate their power by 
not attending to their addressees' negative or positive face wants. 
They use certain words and expressions that shift their style 
totally from polite into impolite style, causing face-threatening 
acts to the addressees. In conversational exchanges where there is 
asymmetry in power between conversational participants, those 
who are more socially powerful use style shifting. But even less 
ABstract 
powerful characters sometimes use style-shifting to empower 
themselves in the conversation. Style shifting is not only used as a 
communicative strategy in Forster's novels, but also as a stylistic 
device to reveal certain aspects of the type of social relationships 
among the characters. 
Then, the study investigates lexical colouring, another 
concept used by E.M. Forster's characters in their literary 
dialogues. Using Scotton's (1983) model of markedness, the study 
tries to throw some lights on the functional aspects of using this 
strategy. Citing as many examples as possible, the analysis has 
shown that lexical colouring is used by E.M. Forster's characters 
to achieve three important communicative goals; first, to control 
the interactional content of the conversation.; second, to pass 
evaluation on the communicative content; and third, to pass a 
negative judgment either on the addressee or on his contribution. 
Besides, the use of lexical colouring helps the reader and the 
analyst predict and assess many sociolinguistic dimensions 
associated with the characters, such as social power, role relation, 
linguistic behaviour, and the like. 
In this analysis of Forster's dialogues, we use our knowledge 
as speakers and hearers to determine the function of a character's 
utterance act. More important, however, is that how we interpret a 
particular act, whether we view it as a FTA or as some other type 
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of face act (of solidarity, respect, distance, redress, and so forth) -
ultimately influences the inferential meaning we construct. In 
other words, as individual readers, our ultimate understanding of 
the function of an act may vary and thus the implicit social 
meaning we construct in our reading must vary as well. 
The study concludes that in Forster's dialogues, the 
characters "do" with their language rather than they simply "say". 
It also concludes that the concept of power manifests itself 
linguistically through style shifting and lexical colouring. The 
study supports the claim made by Buck and Austin (1995) that 
social power in Forster's novels is not a given; it is something that 
one needs to negotiate, maintain, protect and defend. At the 
linguistic level, this can be achieved through the linguistic choices 
the characters make in their fictional conversational exchanges. 
Thus, this stylistic study concentrates primarily on the functional 
aspects of language rather than the structural ones. 
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INTRODUCTION TO THE STUDY 
Nowadays, many stylisticians have started concentrating 
on discourse analysis of a literary text and abandoning the 
traditional trend that a sentence is the basic unit of stylistic 
analysis. Those stylisticians prefer to deal with stylistics not as an 
independent discipline concerned merely with the aesthetic 
dimensions existing in a literary text, rather they deal with it as a 
discipline that should be integrated with other disciplines. For this 
reason, they borrow many concepts and theories from other 
disciplines and use them in their stylistic analysis. Those 
stylisticians show a special interest in literary dialogues or 
"character talk". 
Style-shifting and Lexical colouring are two concepts to 
be explored stylistically in E.M. Forster's literary dialogues. It 
mainly concentrates on the purpose of using these two concepts by 
Forster's characters in their fictional conversations. Pragmatic 
theories, namely politeness theory and speech act theory, will be 
used in the analysis of style-shifting, whereas Scotton's model of 
markedness will be used in the analysis of lexical colouring. 
Because E.M. Forster is extremely concerned with the concept of 
"Connectedness" in the social relations among his characters, the 
researcher has found his novels the best and most appropriate for 
conducting this study. Besides, Forster gives special importance to 
dialogues and makes them not so different from the naturally 
occurring ones. These two reasons, I think, justify the selection of 
E.M. Forster as a suitable writer for conducting this study. 
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Hypotheses of the Study 
1. E.M. Forster's literary text can be stylistically approached, 
using sociolinguistic and pragmatic concepts. 
2. A pragmatic model of meaning helps the reader understand 
and interpret fictional dialogues, which consequently leads 
to a better understanding of the literary text as a whole. 
3. Because Forster's dialogues appear so natural and 
spontaneous, a model of makedness (Scotton 1983) can be 
applied to them. 
4. The idea that E.M. Forster is always concerned with the 
concepts of social relations and connectedness can be 
explained linguistically through "contextualized 
stylistics".(Verdonk and Weber, 1995). 
5. The claim that Forster's characters always fail in their 
relationships can also be justified through this model. 
6. Style shifting and lexical colouring are very much present 
in all of E.M. Forster's novels. 
7. The two concepts are used both as stylistic devices and 
communicative strategies in the novels. 
8. Through using these two concepts, Forster's characters are 
able to negotiate their power in conversational exchanges. 
9. Through analyzing these two concepts, many aspects of 
the social relationships among the characters can be 
revealed. 
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10. Part of Forster's aesthetic aspects lies in his creative and 
convincing use of these two concepts. 
11. The frequent occurrence of these two concepts ranks them 
among the most important linguistic features exiting in 
Forster's novels. 
Objectives of the Study 
The study attempts to achieve the following objectives. 
1. To come out with new ideas and thoughts about stylistics. 
2. To convince the reader that it is not only the aesthetic aspects 
that can be discussed in stylistics, but also social, ideological 
and even political issues have some place in the discipline. 
3. To emphasize the fact that the functional aspects of language 
are key issues in the analysis of literary texts. 
4. To illustrate the role of conversational theories in the analysis 
of literary dialogues. 
5. To explore the role of literary utterances or "Character talk" 
in the process of constructing the meaning of literary texts. 
6. To clarify how the concept of power is demonstrated in 
Forster's dialogues. 
7. To explain how Forster, through his characters, uses the 
concepts of style-shifting and lexical colouring both as 
communicative strategies and stylistic devices. 
8. To explain how and why style-shifting and lexical colouring 
are powerful language features associated with powerful 
characters. 
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9. To stress the idea that a linguistic model that can be applied 
to natural dialogues and utterances can also be applied to 
literary dialogues. 
10. The Study attempts to become a model that can be followed, 
not only in the analysis of literary texts, but in the analysis of 
the natural spoken discourse as well. 
Importance of the study 
The importance of this study comes from the fact that it deals 
with stylistics from a different point of view. It is new in both 
scope and application. It deals with stylistics not merely as a 
discipline concerned mainly with aesthetic dimension, but as a 
discipline whose concern is also to explore the social ideological 
and political aspects in a given literary text. Thus, it concentrates 
on the functional aspects of language rather than the structural 
ones. 
The study helps the reader develop and enhance, not only his 
stylistic background, but also his pragmatic and sociolinguistic 
knowledge, given the fact that the study is an integration of these 
three disciplines. The application of pragmatic theories to fictional 
dialogues, for example, helps the reader grasp and understand 
them better than reading them as mere theories. It provides the 
reader with an opportunity to experience literary texts in a new 
fashion different from the traditional old one. By the end of the 
study, the researcher hopes that the reader will be able to come up 
with new ideas and thoughts about stylistics, and realize that the 
Introduction to the study 
discipline, like all other disciplines, welcomes any effort that 
leads to its enhancement, improvement and renewal. 
Methodology 
The researcher will follow the following steps in his 
stylistic analysis. 
1. All Forster's novels will be read intensively. 
2. A special reading will be devoted to the dialogues. 
3. A special concentration will be put on the dialogues where 
there is asymmetry in power between the conversational 
participants. 
4. The linguistic behaviour of the participants will be observed 
precisely. 
5. The utterances in which style-shifting and Lexical colouring 
take place will be cited. 
6. The utterances in which style-shifting occurs will be 
analyzed, using pragmatic theories, namely politeness theory 
and speech act theory. 
7. The concept of face action will be given a special 
importance in the analysis of style shifting. 
8. With respect to lexical colouring, Scotton's model of 
markedness will be adopted in the analysis of the concept. 
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9. The utterances where there are lexical items bearing 
linguistic and social functions will be cited and then 
analyzed. 
10. The conversational turns that take place after the 
occurrences of style-shifting and lexical colouring, 
exhibiting the negative impact left upon the addressees as a 
result of using these two concepts by the speakers, will be 
highly observed and analyzed. 
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C H A P T E R ! 
GENERAL THEORETICAL FRAMEWORK OF THE 
STUDY 
1.1. Introduction 
The study of style and the language of literature is one of the 
most traditional applications of linguistics. It has been given new 
impetus by the rapid new developments in linguistics since the 
development of generative grammar by Chomsky (1957). The first 
discussions of style in its fullest form occur in the fourth book of 
the first-century BCE Rhetorica ad Herennium and in the eighth 
and ninth books of Quintilian's institutio oratoria from the first 
century CE (cf. Fahnestock, 2005:216). Though there are later 
Greek works on style still surviving, notably those by 
Hermogenes. Dionysius of Halicarnassus, and Longinus, these all 
focus on special aspects or types of style, not on the basic 
principles and taxonomy of devices, as do the Rhetorica ad 
Herennium and Quintilian's institutio oratoria. In fact, most pre-
twentieth century discussions appear as secondary components of 
rhetorical and grammatical analyses of literature and literary 
language. 
Linguistics and literature are no doubt two different 
disciplines, but they share one significant thing, that is language. 
Language is the main concern of any linguistic study, and at the 
same time it is the medium of literature. In fact, language is not 
merely an incidental medium of literature; rather it is an integral 
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part of the whole creative process. There were many attempts 
made by scholars to bridge the gap between linguistics and literary 
criticism, which resulted in the emergence of a new discipline 
known as "stylistics". 
The emergence of stylistics as a semi-autonomous, if not 
really autonomous discipline was between the year 1910 and 1930 
(cf. Cureton, 2003:467). In the 1950s, 1960s, and 1970s, interest 
in stylistics grew as stylisticians absorbed the descriptive methods 
of several new linguistic theories, namely European and American 
structuralism, transformational grammar, case grammar, 
systematic functional grammar and tagmemics. During this period, 
stylistics became organized as an academic discipline. The 
founding of the Anglo-American journals Style (1967) and 
Language and Style (1968) provided one convenient benchmark for 
the full arrival of stylistics. It should not be forgotten, however, 
that there are many linguistic and literary movements, namely New 
Criticism, Russian Formalism and Prague School, French 
Formalism, and Modern Linguistics, which contributed 
significantly to the development of the discipline. 
Stylistics, in its course of development, had to struggle 
severely till it became an independent discipline. It was not an 
easy task for stylistics to enter into two different worlds, i.e. 
linguistics and literature. However, the newly born discipline 
could, at the end, succeed to become a full-fledged academic 
discipline in its own right in much the same way as biochemistry. 
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which draws on biology and chemistry, can claim to be an 
independent discipline 
At the present time, the analysis of literary texts from 
linguistic perspectives has become one of the most effective and 
productive areas of literary studies. The importance of 
approaching literature using linguistic tools comes from the fact 
that linguistics can provide systematic ideas and thoughts, which 
truly help us in the process of understanding and interpreting 
literary texts. Traugott and Prartt (1980) highlight this significant 
point: 
Linguistics can contribute a great deal to our 
understanding of a text. It can help us become aware of 
why it is that we experience what we do when read a 
literary work, and it can help us talk about it, by 
providing us with a vocabulary and a methodology 
through which we can show how our experience of a 
work is in part derived from its verbal structure. 
(Traugott and Pratt, 1980:20) 
Thus, linguistics is quite essential for the readers of literature to 
develop an adequate and consistent analysis and overcome the 
complexities and vagueness that may exist in a given literary text. 
It can also help critics make a proper and fair criticism, given the 
fact that texts are the primary data for all literary criticism. 
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1.2 Models of Stylist ics 
Stylistics, in its broader sense, can be divided into two main 
categories: Classical or Rhetorical stylistics and Modern stylistics. 
Given below is a brief account on these two categories. 
1.2. a. Classical or Rhetorical Stylistics 
The term rhetorical stylistics refers to the study of style 
within the framework of the Greek tradition. The concept of 
"style" is discussed in the Greek context under the term Oratory, 
which is defined as the art of discovering each and every possible 
means of persuasion. Thus, style is considered as a technique of 
persuasion. This persuasion, the Rhetori argue, cannot occur 
unless one produces an effect upon the audience. In order to 
achieve this ultimate goal, rhetorical stylistics considers four 
overall principles: correctness, clarity, appropriateness, and 
forcefulness. ' 
The first principle concerns grammaticality, the second 
concerns the audience's ability to understand the content, the third 
standard concerns decorum, whether an utterance is appropriate, 
and whether it corresponds to the occasion and the purpose for 
which it is said, and the last one deals with ornamentation or 
forcefulness, whether the speaker has achieved salience where it 
would be most useful (cf. Fahnestock, 2005: 218). A style that 
enjoys the above four criteria is regarded as an effective style and 
thus a good style, and the one that lacks them is ineffective and 
These principles are somehow consistent with Grice 1975 cooperative principles. 
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relatively bad style. The classical notion of style is, therefore, 
prescriptive in nature. It sets certain maxims, which have an 
overall goal of producing a good style that should be effective and 
relatively persuasive. Thus, language, within this tradition, is 
essentially communicative rather than a representational medium. 
Accordingly, literature from rhetorical perspectives is viewed as 
having special effects on audiences, for example, as providing an 
aesthetic experience that transforms readers or hearers, convincing 
them to appreciate new beliefs or values. It can also be viewed as 
exhibiting a special abundance or intensity of figurative language. 
Both views have representatives in the world of twentieth century 
literary criticism. 
Kenneth Burke (1966), for example, utilizes the rhetorical 
tradition of defining literature throughout his long career as a 20 '^^  
century literary critic. He does not believe in making a 
demarcation between the two views in his analysis of a literary 
text. Wayne Booth, another prominent 20"^ century critic, writes 
within the tradition of rhetoric as persuasion. In The Rhetoric of 
Fiction (1961), Booth explains the rhetorical techniques used by 
authors to help the readers grasp the work and convince them to 
accept the fictional facts and various aesthetic, moral, and other 
values of their narratives. 
Rhetorical stylistics has been criticized of being prescriptive 
rather than descriptive in nature and scope. Leech (1966) describes 
rhetoric as an "outmoded discipline" that nevertheless "lives on 
the present day study of literature at least in the figures of speech" 
13 
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(Leech, 1966:135). It is full of words having fixed meaning and 
certain types of structures associated with certain effect. Bakhtin 
(1981 [1934]) criticizes classical stylistics of being unable to deal 
with the dialogic profile of utterances. Traditional stylistics, 
according to Bakhtin, has nothing to do with the social life of 
language, as it places the situated production of utterances outside 
the domain of linguistic science. However, Simpson provides a 
more positive assessment, admitting that "some stylistic work is 
very much a latter-day embodiment of traditional rhetoric" 
(Simpson, 2004:50, see also Bradford, 1997: 8-11). 
Whatever be the weaknesses or disadvantages of rhetorical 
stylistics, its role and contribution to the study of literature is, 
however, unquestionable. It has marked the beginning of stylistics 
as a mediator between linguistics and literature, and paved the 
road to many other stylistic models in the modern times. 
1.2. b. M o d e r n S t y l i s t i c s 
The roots and origin of modern stylistics can be uncovered 
in the works of Charles Bally's Traite de Stylistique Francaise 
(1909) and Leo Spitzer 's Linguistics and Literary History (1948). 
Modern stylistics, in general, draws much of its power from the 
analytical methods and descriptive orientation of linguistics. 
Unlike traditional stylistics, the use of linguistic methodology has 
enabled modern stylistics to go beyond the normative and 
prescriptive descriptions of correct styles to a more comprehensive 
analysis of language itself and the purposes to which it is put. 
The use of linguistic procedures has offered modern stylistics both 
14 
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an affinity with an established discipline, and the possibility of 
founding the description and interpretation of style upon the basis 
of science. 
The rise of Chomoskyan linguistics, particularly, 
Transformational Generative Grammar (syntactic structures 1957) 
signaled the real arrival of stylistics as a modern phenomenon. The 
distinction between deep structures and surface structures and the 
concept of transformational rules open a new horizon for 
stylisticians to apply this theory to the study of literature (e.g, 
Ohman 1967, 1970; Thorne, 1970; and Freeman, 1970). Within 
Chomoskyan grammar, the postulation of tying intention to 
structure is quite justifiable. This central issue has been fully 
exploited, not only by linguistic stylisticians, but by literary 
critics as well. 
In the early beginning of modern stylistics there were two 
different groups, looking at stylistics from two different 
perspectives. The first group is led by Charles Bally, who 
emphasizes that the description and analysis of a language is 
generally available stylistic properties. Literary texts, in Daily's 
formulation, are particular examples of language use for which 
analytical descriptions can be applied. Such analytical descriptions 
provide stylisticians with a precise methodology for describing the 
components and features of a text. Within Ral ly 's tradition, 
stylistics has moved from an open-ended evaluative interpretive 
process to a more precise analytical attitude toward language study 
in general. 
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In contrast to the stylistique of Bally and his proponents, 
Leo Spitzer insists upon following the more philologically based 
tradition of textual (and often literary textual) analysis. Such 
work, while using the analytical techniques of modern linguistics, 
attempts to unite the analytical description with a critical 
interpretaion that relates the style to a larger conceptual or 
situational frame (cf. Spitzer, 1948:1-39). In terms of Spitzer, 
style can be seen as an expression of a particular psychological, 
social or historical moment rather than a general property of a 
particular language. In other words, it focuses on the stylistic 
analysis of the message rather than the code. This tension, 
between general linguistic description and less formal social 
cultural interpretation, has resulted in the early separation of 
stylistics into linguistic stylistic description and literary stylistic 
interpretation. It is a separation and tension that remain at the 
heart of modern stylistics. 
l.2.b.i. Literary Stylistics 
Stylistics, which is often practiced in the second half of the 
20th century, is called literary stylistics. Its goal is typically the 
characterization and appreciation of literary genres, such as 
novels, poems, and plays, i.e. texts culturally marked as literary. 
According to Kumar (1991: ii), "literary stylistics provides a basis 
for a fuller understanding, more convincing interpretation and a 
balanced evaluation of literary texts". Literary stylisticians focus 
on the language of literature and yet they don't utilize any specific 
linguistic methodologies. Instead, they draw supports and 
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procedures from the basic but less analytically structured 
orientation of new criticism and practical criticism. The 
terminology used for analyzing the language is more or less 
conventional and "Semi grammatical" (Fowler, 1986:5). Those 
critics can be truly classified as belonging more to the traditions 
of the new critics than that of linguistic critics. For example, 
Davies (1955), Nowottny (1962), Baker (1967), and Leech (1969) 
all belong to this category. 
Literary stylisticians show special interests in Mukarovsky 
(1967, first published 1932) that there is a dichotomy between 
poetic language and standard language, which was later supported 
by Roman Jakobson (1960). According to Mukarovsky, poetic 
language is distinct from standard language in its being deviant. 
Adopting a clear-cut comparative methodology, Mukarovsky 
states: 
The theory of poetic language is primarily interested in 
the differences between the standard and poetic language, 
whereas the theory of the standard language is mainly 
interested in the similarities between them. 
(Mukarovsky, 1967:241) 
The function of the poetic language "consists in achieving the 
maximum foregrounding of the utterance" (ibid: 243). 
Foregrounding and automatization are two opposite concepts, 
characterizing the poetic language and standard language 
respectively. The concept of foregrounding is a key issue in 
defining style as a deviation from the norm. This deviation can 
only occur when the standard form is systematically violated. 
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Levin (1963), who is interested in a stylistic work based on the 
theory of deviation, distinguishes between two types of 
deviation: quantitative and qualitative deviation. The quantitative 
deviation refers to the deviation in the frequency of occurrence, 
whereas qualitative deviation is represented in what can be called 
"ungrammaticalness" (cf. Levin, 1963:276-290). The notion of 
style as deviance is supported by many linguists, for example, 
Saporta (1960); Ohman (1967); and Leech (1969). Leech, in 
particular, explains deviation as a pervading feature of poetic 
language operating at all linguistic levels (phonological, 
grammatical, lexical, graphological and semantic). This 
phenomenon is largely extended, characterizing dialect, register, 
and historical period. 
On the other land, there are many other scholars who are 
dissatisfied with this notion. For example, Rifaterre (1967: 424) 
states that "it is difficult to show how we can use the deviation as 
a criterion, or even how we can describe it". Stankiewicz (1960) 
argues that violation of rules is not a defining feature of poetic 
language, and that: 
Poetic language takes full cognizance of the rules of 
the linguistic system, and if it admits "deviations", 
they themselves are conditioned by the language or by 
the given poetic tradition. 
(Stankiewicz, 1960:70) 
Similarly, Fowler (1966) holds that there might be different types 
of utterances with different rules of structure within the permitted 
ranges of the whole language, but he rejects the idea of having two 
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categories, one deviant from the other. Fowler, in fact, objects to 
the whole argument of making a distinction between literary and 
non-literary language, without denying the existence of literature; 
this is what he says: 
The form of utterances designated 'literary' is 
assumed to hold no special problems consequent 
upon the designation as literature-it is just linguistic 
form. This must not be misunderstood, interpreted as 
a denial of the existence of literature. 
(Fowler, 1966: 10). 
It is also opposed by Hymes who disagrees with those who take 
"deviation" as a basic principle for stylistic analysis and states 
that "to some "sources" especially poets, may be not deviation 
from but achievement of a norm" (Hymes, 1967:34). 
Halliday (1971) highly criticizes the deviation-based model 
of stylistics. For him, stylistics of this type is restricted to those 
texts in which deviant forms exist; it cannot deal with texts in 
general: 
Deviant forms are actually prohibited by the rules of 
whatever it is taken to be the norm, or, to express it 
positively, the norm that is established by the set of 
the deviant forms excludes all texts but the one in 
which they occur. 
(Halliday, 1971:341) 
Meanwhile, Halliday recommends a stylistic model based on 
general linguistic theory. It is an application rather than an 
extension of linguistics. This model came to be known as 
"Linguistic stylistics". 
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1.2. b.ii . Linguist ic Stylistics 
Linguistic stylistics has arisen out of the argument that the 
description of texts, any texts, whether literary or nonliterary is 
part of the task of linguistics. This model of stylistics does not 
confine its scope merely to the study of the language of the texts, 
but rather to the study of such texts by linguistic methods. 
Linguistic stylistics can be defined as: 
The description of literary texts, by methods derived 
from general linguistic theory and within the framework 
of a description of the language in question, and the 
comparison of such texts with others, by the same and 
by different authors in the same and in different genres. 
(Halliday, 1967 : 218) 
It is, therefore, inferred from the definition that a comparative 
linguistic methodology is fairly adopted by this model, and that 
the concept of style is manipulated with reference to the universal 
linguistic framework of a single language. Linguistic stylisticians 
justify themselves by claiming that a literary text is meaningful 
only in relation to the total description of the language concerned. 
Unlike literary stylistics in which the issue of "deviation" is a key 
point for generating aesthetic values, "Linguistic regularity" 
(Halliday, 1971:330) is highly emphasized in this model and taken 
as a major criterion in describing literary texts 
Stylistics, such as this, draws much of its descriptive and 
analytical power from a functional theory of language originated 
by Buhler (1934) in which he proposes a three-way division of 
language function, the representational, the conative and the 
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expressive. This theory has later been developed by Halliday, who 
has extensively v^^ orked in this field since the late 1960s. In 
Hallidayan functional grammar, language function is divided into 
ideational, interpersonal and textual function. The ideational 
function indicates the expression of content. It is the function in 
which the speaker or writer embodies in language his experience 
of the phenomena of the real world including his linguistic acts of 
speaking and understanding. It is further sub-divided into the 
experiential and the logical function (cf. Halliday and Hasan, 
1989:18-21). The interpersonal function, on the other hand, refers 
to the use of language by the speaker as the means of his own 
intrusion into the speech event. It contains the expression of his 
comments, attitudes, and evaluations, and also of social 
relationship that he builds up between himself and the listener. It 
explains the communication role adopted by the speaker, such as 
informing, questioning, greeting persuading, and the like 
(Halliday, 1971:333). The third category, the textual function, is 
concerned with the creation of text by helping language make links 
with itself and with the situation. The most important aspect of the 
textual function is that, it is not interested only in building 
relations between sentences, but also in the internal organization 
of the sentences and its meaning in relation to the context. In 
linguistic stylistics, where the text and not the sentence is the 
basic unit of analysis, the textual function is particularly 
important. 
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Halliday (1971) proves that his functional approach can be 
well utilized in the analysis of literary texts. In his analysis of the 
intransitive processes in Golding's the inheritors, for example, 
Halliday shows that the dominance of the intransitiveness of 
syntax in connection with Lok, a Neanderthal character in the 
novel, is a structural manifestation of his "ineffectual 
manipulation of the environment" and his "world view" that things 
in the world around him are not caused but they happen on their 
own. He further illustrates that Golding's concern with the nature 
of humanity and the conflicts within it are realized syntactically in 
the form of conflicts between the types of transitivity. The concept 
of transitivity, thus, makes it possible to explore literary critical 
ideas like "world view" from linguistic perspectives, which is 
really a significant development in the world of stylistics. 
Halliday's system has been appreciated by a number of 
stylisticians, for example, Enkvist (1971), Fowler (1975, 1981, 
1986), Burton (1982), and Biron and O'Tool, (1988). Enkvist 
strongly supports this model, indicating that Halliday's study: 
Will open up a new area of style markers for 
qualitative and quantitative analysis and it will bring 
linguistics closer to the study of literary structure. 
(Enkvist, 1971:58). 
Fowler (1986) takes great insights from the Hallidayan 
model in building his anti-formalistic theory of stylistics. The 
theory concentrates on the view that the works of verbal art are 
not "isolated and timeless artifacts" (Fowler, 1986:178) but they 
are moods of "social discourse". Fowler attempts to incorporate 
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within his stylistic theory, historical, social, cultural, and 
biographical of a literary creation, which were banned by the new 
criticism and ignored by formalists and structuralists. Literary 
works. Fowler argues, should be approached as "transactions with 
society" and as the representations of "dominant or the 
problematic beliefs current within a historically specific society" 
(ibid: 178). These innovative trends lead him to come up with a 
new term called "Linguistic criticism", which is a conflation of 
literary criticism and critical linguistics. In defining linguistic 
criticism, Fowler emphasizes his (1966) rejection to the concept of 
literary versus non-literary language dichotomy, and stresses his 
(1981) of literature as "social discourse": 
Linguistic criticism is an introduction to the critical 
study of discourse; the chief emphasis is on those 
worics of language hailed as "literary" but I have tried 
to make it clear that all texts merit this sort of 
analysis, and that belief in an exclusive category 
"literature' or "literary language' is liable to prove a 
hindrance rather than a help. 
(Fowler, 1986: v) 
Thus, with Fowler, stylistics seems to have taken new directions in 
dealing with literature. It still deals with so called literature but 
only as a kind of "documentation of social values and beliefs and 
as such no different from any other textual data" (Widdoson, 
2004:131). It is no longer that typical stylistics whose aesthetic 
values are the ultimate goal. Rather, it is concerned with the 
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"social, ideological, and political dimensions encoded iii texts" 
(Carter and Simpson, 1989: 17). 
Stylistics with Halliday's and Fowler 's contributions has 
appeared as a real rival to the previous version, i.e. literary 
stylistics. However, there are many stylisticians who have 
attempted to assume a middle position between the two extremes. 
They adopt approaches that are a conflation of the two models, i.e. 
linguistic stylistic description and literary stylistic interpretation. 
One of these approaches came to be known as a contextualized 
approach or "contextualized stylistics"(Verdonk and Weber, 1995) 
1.2. b.iii. Contextual ized Stylistics 
This model, as its name suggests, is a context-oriented 
model. It is an introduction to "literary stylistic criticism" 
(Verdonk and Weber, 1995: 4). It has arisen in accordance with 
the developments that have taken place in literary criticism and 
linguistic theory. Following Macdonell (1986), the exponents of 
this approach regard all speech and writing as primarily dialogic, 
and that the meanings of the words cannot be divorced from their 
relevant contexts. Literary texts, it is argued, is part of a "complex 
social and culture process" (Verdonk and Weber, 1995:2). The 
approach is by and large functional; it takes pragmatic and 
socialinguistic views of language as discourse or social 
interaction. The common level of linguistic analysis (syntax, lexis, 
semantics) should, according to this model, include a kind of 
extension accommodating the facets of language in use, which is 
the goal of pragmatics. One of the most important issues 
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negotiated in this model is that any interpretation of the text is 
only possible through linking what is happening inside the text 
with that of outside the text. 
For these stylisticians, an utterance is given prior 
importance over a sentence. The utterance, they argue, is not 
associated only with face to face speech situation, it may also 
refer to written texts, it may apply to interactions between 
speakers and interlocutors within the texts as well as to the 
relation between text and reader, and that the dialogic nature of 
the utterance remains operative in all types of communications. In 
presenting this approach, the alternative, i.e. the text-oriented 
models are not totally denied. This approach, as a matter of fact, 
attempts to combine the obvious benefits of rigour and 
systematicity of the text oriented models with the deeper insights 
of the contextualized model. It is therefore clear that the 
contextualized stylisticians adopt a fairly middle position between 
the two previous models. Despite this positive attitude toward the 
text-oriented model, there remains an issue of a considerable 
dispute; it is the issue of meaning creation. 
While the previous text oriented models adopt a semantically 
oriented model of meaning, which is produced by the abstract 
system of language forms divorced from the concrete situation of 
verbal communication, this model prefers a pragmatically oriented 
model of meaning. Since all speech and writing are regarded as 
primarily dialogic, it is inevitable for this model to view meaning 
from a pragmatic point of view. The approach relies heavily in 
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meaning creation on Levinson (1983) and Leech (1983), who have 
brilliantly contributed to the field of pragmatics. Meaning in the 
pragmatic model results from the art of communication; it is 
investigated in relation to a context of use and users. While 
semantics focuses on the meaning of the sentence as an abstract 
syntactic unit disconnected from a situational context, pragmatics 
centers on the meaning of the utterance, which represents the 
concrete realization of a sentence in a context of use. Pragmatics 
explores how utterances are interpreted in contexts, giving 
meanings for utterances, which are different from the meanings of 
the individual sentences, which comprise them. The pragmatic fact 
that a particular utterance can have more than one meaning 
depending upon the context in which it is used, has given rise to 
the assumption that interpretative diversity is very much present in 
this model. Widdoson (2004) highlights this point and says that all 
texts give rise to diverse interpretations, depending on contextual 
and pretextual conditions: 
What is distinctive about literary texts—is that they 
provoke diversity by their very generic design in that 
they don't directly refer to social and institutionalized 
version of reality but represent an attentive order that 
can only be individually apprehended. 
(Widdoson, 2004:135) 
Thus, it can be argued that the individual experience of both the 
reader and the analyst hinders the objectivity and the determinacy 
of the text interpretation. It is worth mentioning here that this 
model is not interested primarily in coming up with new and 
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startling interpretations of the text it examines, rather its main aim 
is: 
[T]o explicate how our understanding of a text is 
achieved by examining in detail the linguistic 
organization of the text and how a reader needs to 
interact with that linguistic organization to make sense 
of it. 
(Short, 1995:53). 
This model is particularly suitable to deal with fictional 
dialogues and speech style representations in a given literary text. 
There are many stylisticians who have adopted this model in their 
stylistic analysis. For example, Short (1995, 1996) shows how this 
model can be utilized in the analysis of literary conversations or 
"character talk", as he prefers to call. Using this model, Short 
argues that one can make an assessment about the social 
relationships holding between conversational participants in a 
given literary dialogue. Peter Verdonk (1995) finds this model 
suitable for the analysis of literary lexical repetition. He 
illustrates that this phenomenon can only be explained through a 
pragmatic model of meaning construction in which language is 
treated as fundamentally interactive or dialogic, and that lexical 
repetition can only be explained in reference to a context in use. 
Buck (1995, 1996, 1997) has extensively worked on fictional 
dialogues. She explains how, through fictional dialogues, many 
social features of the characters can be revealed. Buck uses the 
politeness theory as a major criterion in her analysis. 
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Since this study is primarily concerned with analyzing 
Forster's literary dialogues, this model of stylistics will be largely 
adopted. As it has already been mentioned, this model takes help 
of neighboring disciplines, namely pragmatics and socio-
linguistics. The following section highlights the relationship 
between stylistics and sociolinguistics, and stylistics and 
pragmatics. This is because our study draws primarily on concepts 
taken form these two disciplines. 
1.3 Stylistics and Related Disciplines 
Needless to say that stylistics draws considerably on works 
developed in linguistic theory. This argument presupposes that the 
relationship between stylistics and linguistics is inescapable. It 
further suggests that the relationship between stylistics and other 
linguistic disciplines is unavoidable. Prof. Chatman (1967), for 
example, draws our attention to the fact that stylistic aspects can 
be represented at all linguistic levels. The compound 
terminologies, such as phonostylistics, morphostylistics, and 
syntactostylistics provided by him, justify his argument. 
Moreover, the postulation that style can be considered as a 
"systematic linguistic variation" (Enkvist, 1971:47), makes it clear 
that this relation can be extended to other linguistic disciplines 
beyond the formal linguistic levels. The study of style as a 
linguistic variation predicates that sociolinguistic and pragmatic 
dimensions cannot be bypassed in any full study of stylistic 
variation, whether literary or non-literary. 
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1.3. a. Stylistics and Sociolinguistics 
Style, as another name for variation, has traditionally been a 
central topic for sociolinguistics. Accordingly, stylistics, as a 
discipline, which offers training in analysis sensitive to features of 
variation and systematicity in instances of language use in general 
and literary language in particular, should be a welcome 
supplement for those who are interested in sociolinguistics. 
Sociolinguistics studies those types of variation, which result from 
the correlation between language and social factors, such as social 
stratification, role, age, sex, ethnicity, etc. Sociolinguistics also 
deals with the problem of code selection, which is not confined to 
multilingual societies, but can be found in any speech community 
with a well-developed range of regional and social dialects (cf. 
Fischer, 1958, and Fishman, 1972). Through sociolinguistics, one 
comes to know that people use language not merely to understand 
each others ' thoughts and feelings, but to define their social 
relationships to each other, to identify themselves as part of a 
social group, and to establish the kind of speech event they are 
involved in. The relationship between stylistics and 
sociolinguistics is highly demonstrated by Turner (1973), who 
states: 
Stylistics is that part of linguistics, which concentrates 
on variation in the use of language, often, but not 
exclusively, with special attention to the most conscious 
and complex uses of language in literature. 
(Turner, 1973:7) 
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Thus, the concept of variation is a key factor in both stylistics and 
socialinguistics, but the angle from which this phenomenon is 
viewed is, to some extent, different. While sociolinguistics deals 
with this concept in relation to society and actual performance, 
stylistics considers it mostly in reference to literary 
representations. 
There are strong evidences that authors and writers have 
realized this significant sociolinguistic concept and practiced it in 
their creative work. In the 16"' century, for example, literature 
brought attention to various forms of language, including 
colloquial verses formal, regional versus non-regional. The prime 
use of varieties other than the author's own was basically for 
creating humour (cf. Traugott and Pratt, 1980: 336-351). In 
Shakespeare's plays, for example, regionalisms are restricted to 
rustics and clowns, and verse and prose function as separate 
verities, the former being considered more formal than the latter. 
This distinction extends itself to genre, verse being used for 
tragedy and prose for comedy. 
In the late 18"" century, a great interest in the no-standard 
varieties arose, beginning with the Romantic Movement. Many 
Romantics, such as Wordsworth in England and Rousseau in 
France, showed a great interest in the language of two group of 
people, namely "natural" and "common" and represented their 
language in their work. Others after them made attempts to 
represent language closer to actual speech, paying attention to 
language varieties. For example, the Scottish poet Burns, one of 
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the most popular poets of the late 18*'' and early 19* centuries, 
wrote many poems in standard British English, but is best 
remembered for his representation of his native lowland Scots 
dialect in poetry, (for example, his poem entitled "To a Louse", 
cited in Traugott and Pratt, 1980: 337). The use of language 
variation continues in the 19"' century and 20*'' century literature, 
for example, Emily Bronte (1847) and D.H. Lawrence^ (1913) 
respectively. 
However, when we discuss the use of language varieties in 
literature, it is not always assumed, though sometimes true, that a 
particular literary work is fully written in a non-standard form of 
language. It is rather assumed that a writer/poet sometimes tends 
to use certain non-standard forms in certain occasions of his work 
to provide his work with "a distinctive flavour" (Page, 1973:86) 
that cannot be achieved by other means. In other occasions, 
particularly in novels and drama, it is used to suggest resemblance 
between fictional speech and that of real life. However, it is the 
fictional situation itself that sometimes requires this type of use. 
From this perspective, it is clear that sociolinguistic aspects 
are highly manifested in the work of literature. With the help of 
sociolinguistics, an analyst can have a good access to the social 
dimensions presented in the text. Many stylisticians in the recent 
time have started taking interest in sociolinguistic aspects and 
considered them as major criteria in their stylistic analysis, for 
It is difficult to review all those writers and poets who have used language varieties in their work. I 
just wan to emphasize that the use of language variation is evident in literature. For more details, 
however, see Page (1973) and Traugott and Pratt (1980). 
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example. Fowler (1977, 1981, 1986); Norman Page (1973); 
Herman (1994, 1995, 2001); and Scotton (1998). One cannot deny 
the fact that sociolinguistic structure has a considerable influence 
on the writer 's contribution. Fowler (1977) emphasizes this fact: 
Sociolinguistic structure bears on the novelist's writing 
in two ways. His style responds to his place in the 
history of forms of prose fiction; no matter how 
revolutionary, he occupies a place in the history of 
writing; he may belong to a 'movement' or at least 
relate antagonistically to a 'movement', he may relate to 
certain genres of non-fictional writing of his time. 
(Fowler, 1977:77) 
This statement can be said in another way, that is, a writer may 
assume a style, which announces his membership of a certain 
communicative group, and that stylistic choices he makes indicates 
the nature and structure of the social group within which he is 
communicating. Fowler further illustrates that many sociolinguists 
would argue that the individual's habitual perspectives on ' real i ty ' 
are a consequence of his place in the socio-economic structure, 
and that the influence of social structure also operates to encode 
these cognitive habits in typical patterns of language usage (cf. 
ibid: 77). Therefore, it is true that the social structure of the writer 
is manifested in his literary work, and that it is through the 
presentation of sociolinguistic dimensions that literary work 
becomes closer to the reality; Page (1973) considers this: 
In the creation of illusion in a work of fiction, the 
presentation of speech has a distinctive role, for it is 
in this element that the closest 'imitation of reality' is 
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likely to appear to take place, if only because the 
author's presence appears... to be least obtrusive. 
(Page, 1973:3) 
One of the most important advantages a stylistician can get 
by approaching fictional work from sociolinguistic perspective is 
that he can reveal many things about the fictional characters, 
regarding their social class, status, level of education, social 
power, and their relationship with each other. This can take place 
by virtue of investigating the speech style they adopt in their 
fictional communication (cf. Herman, 2001). With respect to 
speech variation, sociolinguistics realizes three important 
concepts: dialect, register, and style. These three concepts are 
sometimes difficult to be distinguished from each other. 
1.3. a.i Dia lects , registers , and styles 
Sociolinguists have devoted much of their time in studying 
and investigating these three terms, believing that their 
understanding will lead to an apple-pie sociolinguistic order. All 
the three terms, following Herman (2001:64), "denote patterns of 
usage that can be contrasted with other such patterns along 
phonological, grammatical, lexical, and pragmatic dimensions". 
Starting with dialect, it is often characterized as a pattern of usage 
shared by a particular speech community. Dialect, in this sense, 
functions as a distinguishing criterion of speech communities 
ethnolinguistically. For example, Southern American dialects or 
varieties have two distinguishing features which are phonological 
in nature: the emerger of /I/and/e/ vowels before nasals (as in the 
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words pin and pen) and the monophthongization of the /ai/ 
diphthong in words like time (pronounced [ta:m] instead of [taim]) 
(Wolfram and Schilling -Estes, 1998:69). Dialects can be 
classified into two categories: "regional dialects" and "social 
dialects" (Hudson, 2003: 38-42). Regional dialects refer to variety 
differences based on geography. It is realized in the geographical 
distribution of linguistic items. Social dialects, on the other hand, 
indicate variety differences with respect to social factors, such as 
class, sex, age, status, etc., and because of these factors, a speaker 
may be more similar in language to people from the same social 
group in a different area than to people from a different social 
group in the same area (Hudson, 2003:42). The term dialect, thus, 
can be defined as "variety according to the user" 
(Halliday, 1978:35). 
On the contrary, the term "register" is defined by Halliday as 
"variety according to use" (ibid: 35). Some researchers consider 
register as topic-specific, i.e. patterns of usage that manifest 
themselves "when certain topics are discussed by people with 
shared background knowledge and assumption about the topics" 
(Chesh ire and Bell, 2003:455). Registers have always been 
associated with relatively stable, institutionalized patterns and 
varieties being connected with institutionalized situations, 
occupations, and the like. The difference between dialects and 
registers is always viewed as more functional rather than formal, 
i.e: 
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Which dialect you use indexes your social affiliation 
with a group of users (especially your locus of origin), 
which register you use indexes properties of your 
present situation and your social activity. 
(Irvin, 2001:27). 
To make it more explicit, a dialect shows who or what you are, a 
register shows what you are doing. For Halliday, these functional 
differences seem to have consequences for registers ' and dialects ' 
formal properties. According to him, the registers of a language 
tend to differ from one another primarily in semantics, whereas the 
dialects tend to differ form one another in phonetics, phonology, 
and "Lexicogrammar", but not in semantics (ibid:35). 
Moving to style, the term has generally been used to refer to 
"variation within the speech of an individual speaker" 
(Wolfram & Schilling-Estes, 1998: 214). It has been used to 
differentiate language variation in the speech of individual 
speakers from language variation across different groups of 
speakers, i.e. "intra-speaker" from "inter-speaker" variation 
(Labov, 1972). Labov in his later work defines style in this way : 
By 'style....' We mean to include any consistent....[set 
of ] linguistic forms used by a speaker, qualitative or 
quantitative, that can be associated with a [set of ] 
topic, participants, channel, or the broader social 
context. 
(Labov, 1984:29). 
The most important thing noticed in this definition is that Labov 
makes no reference to the speech variation of an individual as a 
defining factor of style; instead, he focuses on linguistic and 
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social aspects as defining criteria of the term. It is also clear that 
Labov's definition makes style and register as two faces of the 
same coin. Moreover, the consistent linguistic forms referred to 
are also considered as defining features of the term "dialect". 
Within this definition, one may say, following Herman (2001:64) 
that the three terms, style, dialect, and register are "sometimes 
grouped together under the single heading of style". Even some 
sociolinguists who attempt to distinguish these three phenomena 
from one another are still uncertain whether these concepts are 
really distinguishable (cf. Wolfram and Schilling-Estes, 1998: 
216-217). In short, the terms dialect, register and style seem to 
denote overlapping but nonequivalent aspects of discourse usage. 
They can interact cooperatively in a single speech production, 
indexing the speaker's membership in a particular social group, 
degree of familiarity with a particular type of communicative 
situation, and status-based need to be more or less formal in 
speaking with a particular interlocutor. 
The irony is that the concept of style-shifting indicates not 
only shifting form one style into another, but also shifting from 
one dialect into another, and form one register into another (cf. 
Wolfram and Schilling-Estes, 1998: 217). 
1.3.a.ii. Style shifting 
The study of style shifting within the framework of 
sociolinguistic variation is commonly characterized as involving 
three principal components: linguistic or internal constraints, 
social or inter-speaker constraints, and stylistic or intra-speaker 
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constraints (Bell, 1984:145). Most of those variationists who 
studied this concept adopted a quantitative methodology in an 
attempt to get detailed insight into several aspects of language, 
including constraints or variable speech output, sound change and 
syntactic change, the mechanisms of vowel shifts, and structural 
relations among regional dialects. 
William Labov's (1966) the social stratification of English 
in New York City gives central theoretical and methodological 
framework for the study of style. The study shows that stylistic 
variation constitutes a crucial nexus between the individual and 
the community, and between the linguistics, the cognitive, and the 
social. The study further illustrates that the speaker's stylistic 
activity, with style shifting at the center, is directly associated 
with the speaker's place in, and strategies with respect to, the 
socioeconomic hierarchy. Although the notion of prestige plays a 
significant role in Labov's work on style (e.g. 1972), it is 
attention paid to speech that he puts at the center of his theory, 
presumably because attention is the cognitive mechanism that 
links social to linguistic factors. In his work, Labov introduces the 
concept of sociaolinguistic variable, which is "a set of alternative 
ways of saying the same thing, although the alternative will have 
social significance" (Fasold, 1992: 223-224). Labov argues that 
choices among the variants of a sociolinguistic variable are 
influenced by social and linguistic forces. The social force 
influence refers to class and style stratification. The claim that a 
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speaker can be socially judged depending on the style he adopts, is 
very much evident in Labov's work. 
Giles and Smith (1979) discuss style-shifting in terms of 
accommodation theory developed by Giles and associates 
(e.g.Giles & Powesland, 1975), which incorporates ideas from four 
socio-psychological theories: similarity attraction, social 
exchange, casual attribution, and Tajfel's theory of inter group 
distinctiveness (Giles and Smith, 1979:47-53). The term 
"convergence" is very much used in this theory to refer to the 
process whereby individuals shift their speech styles to become 
more like that of those with whom they are interacting. The term 
"divergence" suggests the apposite, i.e. individuals shift their 
style to become more distant from that of those with whom they 
are interacting. The occurrence of style shifting from 
accommodation theory perspective is highly motivated by the 
speaker's orientation and attitude toward his addressee. 
Bell (1984) seems to have been influenced by Gile's and 
Smith's insights, as he puts audience at the center of stylistic 
production. He argues that style shifting can be explained as a 
response to the audience, primarily the actual addressee, but also 
third persons (auditors and overhearers). The third person is 
called" referees", i.e. absent groups whose presence in the mind of 
the speaker can influence style variability. Style-shifting, that is 
motivated by the present audience, comes under what Bell (1984. 
2001) calls "the audience design model". The basic argument of 
the audience design model is that style is oriented to people rather 
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than to mechanisms or functions. It focuses on the person; and it is 
essentially a social thing. According to this model, style shifts 
occur primarily in response to a change in the speaker 's audience 
(Bell, 2001:143). It is generally manifested in a speaker shifting 
/his/her style to be more like that of the person she/he is 
addressing. Bell realizes two types of style shifting: responsive 
style shifting and initiative style shifting. Responsive style 
shifting takes place according to the audience, setting, or topic. 
Initiative style shifting takes place when an individual speaker 
creatively uses language resources often from beyond the 
immediate speech community, such as distant dialects, or stretches 
those resources in novel directions. This type of shifting takes 
place because the referees possess salience for a speaker that they 
influence style even in their absence. 
Coupland (1980) introduces the concept of style and style 
shifting in a quite different fashion. Style variation, according to 
him, is a speaker-oriented phenomenon. It takes place, not because 
of the audience addressed, but because of the speakers themselves. 
Introducing an emphasis on the identity dimension of style, 
Coupland treats stylistic variation as a dynamic presentation of the 
self. He focuses on the strategic use of variables in discourse, 
rather than focusing on the cumulative use of variables by 
speakers or group of speakers. Thus, for Coupland, style is an 
issue of identity in which the speaker expresses himself 
irrespective of whom he is addressing i.e. "audience" (Giles, Bell) 
or "attention paid to speech" (Labov, 1966, 1972, 1984). This 
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emphasis on style as a set of co-occurring variables associated 
with the speaker's own person is considered as a major departure 
from the studies of style and style-shifting that precedes, and has 
become increasingly effective in the study of style variation. 
In the course of discussing style shifting, the question 
arising is, what are those sets of style within which a speaker can 
shift from one into another? Martin Joos (1962) answers this 
crucial question by identifying five types of speech styles: 
consultative, casual, intimate, formal, and frozen style (Joos, 
1962:13). Joos holds that there is no law requiring a speaker to 
confine himself to a single style for one occasion. The speaker is 
free to "shift from one style to another, perhaps even within the 
sentence" (ibid: 17). 
Consultative style, Joos argues, is characterized by two basic 
features: the speaker supplies background information without 
which he will not be understood, and the addressee participates 
continuously. It is used for addressing strangers who speak our 
language but whose personal stock of information may be different 
(ibid 19). On the contrary, casual style is featured by the absence 
of background information, and the addressee's participation is 
optional. It is characterized by two linguistic features: ellipsis and 
slang. It is designed to address friends, acquaintance, insiders and 
if addressed to a stranger, it serves to make him an insider 
(ibid: 19). By slang, Joos does not mean the ordinary meaning of 
the term, he rather means "words used in special senses, or 
phrases, usually metaphors or similes having a forced, fantastic, or 
40 
generaC TfieoreticaC Tramewor^ of the Study 
grotesque meaning, or exhibiting eccentric or extravagant humor 
or fancy" (ibid: 19). Moving to intimate style, it is systematically 
characterized by two features: extraction, and jargon, both features 
are stable. It is usually used by intimate group (normally a pair) 
(ibid 23). The fourth one is the formal style, which is designed to 
inform. The defining features of this style are "detachment and 
cohesion" (ibid 25). It signifies the minimization of personal 
relationship between participants, for example, the conversation 
between strangers begins in a formal style; once they get familiar 
to each other, and the formality disappears, they shift into an 
informal style. The last of these five categories is the frozen style, 
as Joos explains, it is for people who are to remain social 
strangers, it lacks participation and intonation but it gains one 
thing in return, i.e. reflection (because it is always written, a 
reader can re-read). Joos gives no explicit linguistic features as 
defining criteria for this sort of style. Although the description 
given by Joos is to some extent vague and complex, especially his 
argument about the frozen and intimate styles, one can still make 
use of his distinction in the analysis of speech style in general and 
style-shifting in particular, as one now knows those types of styles 
within which a speaker may shift from one to another. According 
to Selling (1985), style shifting can occur at all linguistic levels: 
phonological, lexical, syntactic, semantic, and pragmatic (Our 
study focuses primarily on style-shifting at the pragmatic level). 
When style shifting is a marked choice, it becomes functionally 
similar to what Scotton (1985) calls "Lexical coloring". 
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1.3.a.iii Lexical colouring 
The term lexical colouring, as Scotton (1985) argues, cannot 
be distinguished totally from style shifting at the lexical level. In 
her definition of the term, Scotton states: 
Lexical colouring consists of embedding a lexical 
choice implying a value judgment in an otherwise 
neutral utterance. Functionally, it is related to Style-
shifting, since both propose a change in the talk 
exchange. But structurally lexical colouring is 
different since it does not involve a change in style 
but rather value-laden lexical choices within the same 
style as the ongoing exchange. 
(Scotton, 1985:106) 
From this definition one my further say that a particular lexical 
choice may lead either to lexical colouring, or to style-shifting 
(style-shifting at the lexical level).^ If this lexical choice carries a 
value-laden being positive or negative, it is called lexical 
colouring, but if it proposes a change in style, then it is called 
style shifting. For example, in "Vending humour" the use of 
vending is lexical colouring because it implies selling (vs words 
with more positive connotations, such as entertaining). In 
addition, the word vending, in this context, is used metaphorically, 
i.e. vending cannot collocate with humour except in metaphorical 
contexts. 
Meanwhile, the lexical item which is responsible for causing 
style-shifting is called lexical variable. Hudson (2003:171) 
^ In her later work. Scotton calls this type of style-shitting "lexical shift" ( Scotton, 1988:199). 
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realizes the lexical variable as "where the same meaning can be 
expressed by two different lexical items-in other words, where two 
lexical items are at least partial synonymous". The relation 
between style variation and lexical choice is discussed by Cruse 
(1986), who states that "style is of particular interest to us because 
it is this dimension of variation which spawns the most spectacular 
proliferation of cognitive synonyms" (Cruse, 1986: 284).The 
choice of lexical items does not only give us implications about 
the nature of the style adopted, but also redefines the social 
relationship between participants, as Cruse further states: 
A speaker can establish a relation of intimacy with a 
hearer merely by choosing one lexical item rather than 
another in the course of a conversation. 
(ibid: 285) 
Style-shifting and Lexical colouring share one important 
characteristic, being features of language of power. When we 
assume that these two concepts are considered as features of 
language of power, it is important to keep in mind that there are 
two types of power: "statusful power" and "interactional power". 
According to Scotton (1988): 
Statusful power is the extent to which someone has 
control over the actions and destiny of someone else, 
whereas interactional power is the extent to which a 
speaker shows her/himself off to advantage in an 
interaction relative to other participants in any of these 
ways: in terms of controlling the sequential aspects of 
the interaction (e.g. controlling the floor) or the 
direction and/or outcome of the interaction (e.g. topics) 
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and also in terms of attracting favourable attention to 
oneself (e.g. highlighting one's expertise, on other 
interpersonal associations and experiences). 
(Scotton, 1988: 199). 
When we say that style shifting and lexical colouring are 
features of language of power, it is because they are features of 
powerful language. According to Allan and O' Baar, (1979:73) 
power speech mode (powerful language) is associated with 
generally high social power individuals and the powerless mode 
with speakers having low social power. It is true, therefore, to 
argue that the use of powerful and powerless speech can provide 
strong evidences concerning the identity of the speaker with 
respect to his status, prestige, education and social power. Scotton 
and Owsley (1984) define powerful language as: 
An aggregate of linguistic features which negotiate a 
position of "taking charge" in a talk exchange: features 
used in an attempt by one speaker, relative to other 
participants to control conversational content, 
evaluation of that content, and organization of the 
exchange. 
(Owsly & Scotton, 1984:262) 
There are many linguistic features, which characterize powerful 
and powerless language forms. Powerless language form is, for 
example, characterized by intensifiers (e.g. so, very, too), empty 
adjectives (e.g. divine, charming, cute), hyper-correct grammar 
(bookish grammatical forms), polite forms, gestures, hedges (e.g. 
well, you know, I guess), rising intonation, hesitations, and tag 
questions (cf. Hosman et al, 2006:33). In addition to the relative 
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absence of these linguistic features, powerful language is 
characterized by, interruptions, leading questions (eg. because? 
meaning?) and challenges (e.g. Don't you think, however?) 
For a number of years, many studies have been carried out 
on powerful and powerless language forms. For example, Bradac 
et al (1989) find that high power style is evaluated positively 
because it indicates the speaker has control of others, and that 
type of control is positively evaluated. They also find that a low 
power speech style is negatively evaluated because it indicates a 
lack of control of others. Gibbons et al. (1991) find that a high 
power speech style is perceived as exhibiting more control of self 
and control of others than is a low power speech style. Holtgraves 
and Lasky (1999) find that a powerful speech style produces more 
positive attitude towards a message than does a powerless speech 
style. Besides, they find that the effects of power of speech style 
on attitude are mediated by perceptions of the speaker and 
argument strength. Hosman et al. (2002) argue that power of style 
can act as a central cue to the extent that it provides information 
relevant to assessing the merits of the position being advocated. A 
low power style, they add, suggests that a communicator is 
uncertain about the position he/she is advocating, causing a 
receiver to scrutinize message arguments more carefully. 
Style shifting and lexical colouring are regarded as features 
of powerful language and consequently features of language of 
power because, Scotton (1985:103) argues, they "organize the 
exchange by modifying the current degree of social distance 
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between participants". These two features, Scotton further argues, 
"disrupt an ongoing exchange and leave the future course 
uncertain" (ibid: 110). The overall function of style shifting and 
lexical colouring is to enhance the speaker's power position within 
the exchange relative to that of the addressee. This enhancement, 
according to Scotton, takes place in three ways: 
(a) By increasing uncertainty about the speaker's aims, 
thereby "throwing off the addressee; (b) by" establishing 
multiple identities for the speaker by displaying a range 
of style, thereby presenting an intimidating and hence a 
powerful image; and (c) by assuming the role of a 
superior by initiating the use of socially significant 
variants encoding solidarity. 
(Scotton, 1985: 116) 
From this short survey, it is clear, I hope, that these two 
phenomena meet the conditions of powerful language, and since 
powerful language is associated with negotiating power positions, 
these two concepts can rightly be considered as features of 
language of power. Style shifting and Lexical colouring will be 
discussed as communicative strategies used by E.M. Forester 's 
characters in their fictional conversations. 
1.3.b. Stylistics and Pragmatics 
The relationship between stylistics and pragmatics has been 
strongly established as a result of the interest some scholars have 
shown in a model of stylistic analysis based on subdivisions 
within linguistic pragmatics, such as speech act theory, politeness 
theory, the study of deixis, Grice 's implicatures, etc. Another 
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factor that has further consolidated this relationship is the 
orientation towards a stylistic model based on contextual rather 
than formal model of literary interpretation. The preference of 
the utterance as a basic unit for stylistic analysis rather than the 
sentence has also played an important role in strengthening this 
relationship. Moreover, the role of linguistic variation, being 
inherent to pragmatics cannot be ignored in this regard. According 
to Salvador (2003): 
Consideration of linguistic variation is inherent to 
pragmatics, especially where such variation relates to 
conceptual factors, an area where it frequently 
converges with work on stylistics. 
(Salvador, 2003:1) 
The involvement of pragmatic dimensions in the stylistics study of 
literature has ushered in a new branch of pragmatics called 
"literary pragmatics". 
Literary pragmatics can be seen to grow out of an attempt to 
find in linguistics a model for literary theory. It takes no interest 
in the notion of a "grammar" of literature and largely excludes the 
study of metrics to which formal linguistics has made significant 
contribution; instead, it concentrates on narrative. Since 
pragmatics explicitly focuses on issues falling outside the scope of 
formal linguistics, the assumption is that literary form is 
appropriately treated not within competence, but as a type of 
linguistic performance. The fact that pragmatics deals with the 
study of meaning beyond that which is encoded in the linguistic 
structures themselves, suggests that literary pragmatics must 
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concern itself with the study of meaning beyond the linguistic 
structure of the text itself. 
In Literary pragmatics, the writing and reading of literary 
texts are viewed as interactive communicative processes. This 
amounts to taking communication as the model for literature. Sell, 
a prominent literary pragmatist, baldly states: 
Literary pragmatics taices for granted that no account of 
communication in general will be complete without an 
account of literature and its contextualization and that 
no account of literature will be complete without an 
account of its use of the communication resources 
generally available. 
(Sell, 1991: xiv) 
Taking into account that no communication can take place without 
a vital interaction between at least two participants, literary 
pragmatics maintains this principal by emphasizing that literary 
communication can occur through interactions between an author 
and a reader. Although this type of communication does not 
function face to face, one to one, it can not be separated from the 
socio-cultural contexts within which they take place. The fact that 
no communication can occur without the help of pragmatic 
theories, postulates that the role of these theories in literary 
communication is taken for granted. Given below is a brief 
account of speech act theory and politeness theory, which will be 
used in the analysis of style shifting in E.M Forster 's dialogues. 
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1.3.b-i. Speech Act Theory (SAT) 
Speech act theory is associated with a series of lectures 
given at Harvard in 1955 by the Oxford philosopher of language, 
J.L. Austin ( I9 I I -60 ) and published posthumously in 1962 as How 
To Do Things With Words. The ideological and methodological 
roots of speech act theory in Western thought go back, however, to 
pre-Socratic philosophers and the Old Testament and have 
remained a peripheralized but still powerful force in the margins 
of the dominant platonic-Christian scientific intellectual tradition. 
As its name suggests, speech acts are acts performed in or by 
speaking language; as such they have an act component and a 
language component. Philosophers have focused on action and 
worked towards language, while linguists have focused on 
language and worked towards action. Linguistically speaking, SAT 
treats an utterance as an act performed by a speaker in a context 
with respect to an addressee. 
Austin 's specific formulation of speech act theory opens 
with a distinction between what he calls the "constative", an 
utterance used for stating things carrying information, and the 
"performative", an utterance used for "doing" things, or 
performing actions. The phrases, "I now pronounce you man and 
wife," "I bet you sixpence it will rain tomorrow", and "I name this 
ship the Queen Elizabeth" convey no information, Austin notes, 
and therefore are neither true nor false; they perform the action 
referred to in the phrase (marrying, betting, and naming) by saying 
it (Austin, 1962:5-6). However, later in how to do things with 
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words, Austin grows disenchanted with the constative-
performative distinction, saying that it is finally impossible to 
make the distinction stick in linguistic analysis of specific 
utterances, and realizes that "stating is doing something" 
(ibid: 91). In his later lectures (1962) he attempts a preliminary 
characterization of the notion of the language use in terms of 
locutionary, illocutionary, and perlocutionary acts. 
Austin proposes that a locutionary act is the act of producing 
a recognizable grammatical utterance in the language. It refers to 
the words artificially divorced form their social context. An 
illocutionary act, on the other hand, is what to do in saying 
something, i.e. the attempt to accomplish some communicative 
purposes, for example, warning, greeting, reminding, informing, 
and commanding are all distinct illocutionary acts. A 
perloutionary act, Austin further proposes, is an act which 
normally produces certain consequential effects upon the feelings, 
thoughts, or actions of the audience, or of the speaker, or of other 
persons. Thus, for example, the adult who says to a child, "I'd 
love to see your drawing", might be describing a state of mind 
(locution), promising to look at the drawing (illocutionary force), 
and attempting to make the child feel good, building the child's 
self esteem (perlocutionary effect). While phonology, syntax, and 
semantics focus on the locutionay act, pragmatics focuses on the 
illocutionary act which specifies what the language is being used 
for on a given occasion. 
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The next major advance in SAT comes with the work of 
John. R. Searle (1969). Here, for the first time we have a 
systematic theory of uses of language in terms of speech acts. 
Searle has modified Austin's idea of speech acts into a full-blown 
theory of language. He has dropped the notion of the locutionary 
act altogether and replaced it with the idea of "propositional act" 
(Searle, 1969: 24). Hence, for Searle, illocutionary acts are based 
on "propositional acts" rather than locutionary acts. This leads to 
Searle 's well-known formalization of the illocutionary act as "F 
(P)" (ibid: 31), where "F" takes illocutionary force indicating 
devices as values and "P" takes expressions for propositions. The 
tendency to bind the distinctions of speech act theory to the formal 
characteristics of language becomes evident in Searle 's 
classification of speech act. Searle argues that his dealing with 
speech acts must not be misunderstood as dealing with what 
Saussure calls parole, actual speech, "I am arguing, however", 
Searle writes " tha t an adequate study of speech acts is a study of 
l angue" (ibid: 17). As far as illocutionary acts are concerned, 
Searle (1979) identifies five categories: assertives, directives, 
commisives, expressives, and declarations. The assertive 
illocutionary act refers to that act which commits the speaker to 
the truth of the expressed proposition, for example, "I state that it 
is raining" is an assertive sentence. A directive illocutionary act 
refers to the attempts by the speaker to get the hearer to do 
something. There are many verbs denoting members of this class, 
for example, ask, order, command, request, beg, plead, etc. The 
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commissive illocutionary act, on the other hand, refers to those 
illocutionary acts whose point is to commit the speaker to some 
future course of action, for example, "I promise to come 
tomorrow". The expressive illocutionary act is used to express the 
psychological state specified in the sincerity condition about a 
state of affairs specified in the prepositional content. Searle 
identifies the "paradigms" of expressive verbs as "thank" 
"congratulate", "apologize", "condole", and "welcome". The last 
category is declarations; these are realized in bringing about some 
alternation in the status or condition of the object/s referred to. 
For example, the declarative sentence "I now pronounce you man 
and wife" includes a very explicit change in the status of the 
objects, i.e. from unmarried into married status. 
A part from Austin and Searle and their philosophical 
orientations, there are many linguists who have shown a great 
interest in SAT. For example, Katz (1977) proposes to reconstruct, 
within an interpretive semantics, Austin's performative constative 
distinction, and on the basis of this analysis he shows how 
sentence types can be correlated with a taxonomy of illocutionary 
acts. The theory explains how lexical content and syntactic 
structure could be recruited to specify the speech act potential of 
sentences and their conditions of satisfaction. Gazdar (1981) deals 
with SAT in terms of formal semantics. For him, speech acts are 
understood as operations that change one context of utterance into 
another, for example, a promise to do something, Gazdar argues, 
converts a context with no commitment for the speaker to do it 
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into one with commitment. Sadock and Zwicky (1985) examine 
SAT within data collected from 23 languages. They suggest that 
major moods, such as declarative, imperative and interrogative can 
be found in most languages. 
After this brief account, the question is; has SAT been 
designed to deal exclusively with natural discourse, or rather its 
scope can be extended to ail types of discourse, including literary 
discourse? Let 's see. 
1.3.b.ii . Speech Act Theory and Literary Discourse 
The most important issue that Austin has been criticized for 
is the issue of parasitic language. Austin excludes poetic or 
figurative language in his work, claiming that they are non-serious 
acts: 
A performative utterance will, for example, be in a 
peculiar way hollow or void if said by an actor on the 
stage, or if introduced in a poem/or spoken in a 
soliloquy.... language in such circumstances is in 
special ways- intelligibly-used not seriously, but in 
ways parasitic upon its normal use-ways which fall 
under the doctrine of the etiolations of language. All 
this we are excluding from consideration. 
(Austin, 1962:22) 
So it is clear that Austin supports the idea of making a dichotomy 
between literary language and non-literary language, and that 
speech act theory is mainly concerned with language used in 
normal conditions. Searle (1979) holds a more extreme-position 
than Austin. He makes a dichotomy not between literary and non-
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literary utterances, but between fictional and non fictional 
utterances. According to Searle, fictional discourse is a series of 
"pretended assertions" in which the author "pretends to perform a 
series of illocutionary acts, normally of the assertive type" 
(Searle, 1979: 65). He describes fictional utterances as "non-
serious" (ibid:60) . However, he admits that fiction does not have 
different illocutionary acts form non-fiction: 
Anyone therefore who wishes to claim that fiction 
contains different illocutionary acts form non fiction is 
committed to the view that words do not have their 
normal meanings in works of fiction. That view is at 
least prima-facie and impossible view since if it were 
true it would be impossible for anyone to understand a 
work of fiction without learning a new set of meanings 
for all the words and other elements contained in the 
work of fiction. 
(Searle, 1979:64) 
Thus, both Austin and Searle do not approve the idea of applying 
SAT to figurative language or fictional language. For them, SAT 
is meant for the serious utterances only, and since fictional 
utterances are non serious, they lay out of the scope of the theory. 
It is this issue for which Austin and Searle have been 
attacked severely by a number of linguists and critics. For 
example, Derrida argues that excluding parasitic language form 
the domain of performative communication is "willy-nilly to 
exclude all language from this space" (Quoted in Nair, 2002:131). 
For Deriride, all language is "coded" and "iterated", all language 
feeds off previous instance of language use, and literary language 
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is non-exception. In his deconstruction of Austin, "Signature 
Event context" (1977), Derrida claims that the exclusion of 
parasitic language from the domain of SAT undermines the 
explanatory power of this theory. Also, in his ''Limited Inc."\ 
(1977), he explains that "serious" speech acts are in fact grounded 
in the very possibility of linguistic parasitism, or, "iterability" 
(pp: 91-92). To put that simply, Derrida wants to say that one is 
always acting, in both senses of the word, whether he has 
memorized his lines from a specific script for a specific play or, 
more generally, from "life", from previous speech encounters. In 
fact, the issue of parasitic language became one of the turning 
points of the Searle-Derrida debate (cf. Robinson, 1994:685). 
In her well-written and well-argued book, Pratt (1977) 
attacks those who commit what she calls the poetic language 
fallacy. In opposing the dichotomists. Professor Pratt is not 
radical. She wants to say that there are differences between 
literary and ordinary discourse, but if the exact nature of these 
differences and similarities is to be appreciated, a fair comparison 
needs to be made. Pratt attempts to refute the assumption that 
literary discourse is beyond the scope of SAT. Restricting her self 
to literary narrative discourse, Pratt shows that this type of 
discourse can be classified into basic speech acts, borrowing form 
Searle rather than from Austin. She also discusses Austin's and 
Searle's concept of appropriateness conditions (or rules) for 
specific speech acts (e.g., the role that apologies presuppose a past 
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that the directive speech acts apply to future actions of the hearer) 
and the general rule (e.g. that the speaker and hearer must speak 
the same language). Pratt finds it useful to deal with literature, 
particularly the narrative, in terms of speech act theory, stating 
that: 
There are enormous advantages to talking about 
literature in this way, too, for literary works, like all 
our communicative activities, are context-dependent. 
Literature itself is a speech context. 
(Pratt, 1977:86) 
One of the most important and recent works, which has been 
devoted to discussing this issue, is Nair (2002). Nair criticizes 
Searle 's idea that the speech act of fiction is "parasitic" upon the 
act of assertion, and that "sincerity condition" which enjoins 
truthfullness is suspended in fictional discourse. Illustrating his 
position, Nair states: 
My position in Narrative Gravity, on the contrary, is 
that there can be a lot of truth (facts as well as tenets of 
cultural faith) in a fictional assertion, and that the 
audiences know how to negotiate facts in a fictional 
story without (a) making a binary distinction between 
the categories of 'fiction' versus 'assertion' and (b) 
having to relate fiction 'parasitically' to the prior and 
more basic speech act of assertion. 
(Nair, 2002:8). 
In the course of his discussion, Nair goes on refuting Searle 's 
claims and declares that fiction is not only an independent speech 
act but the most performative one because "its existence is 
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typically predicated on its announcing itself as fiction, and that ' s 
that, in the same way as a promise is a promise" (ibid:74). The 
fact that some illocutionary acts are associated with perlocutionary 
effects has further strengthened Nair 's argument because "fiction 
is conventionally associated with those leaky perelocutionary 
effects (curiosity, surprise, fear, wonder" (ibid 75). 
In addition to what have been argued by Derrida, Pratt, and 
Nair, there are other critics who have written in this connection, 
surveying which will add nothing other than emphasizing the 
claim that SAT can be well-exploited in the study and 
interpretation of literary discourse (for a good survey, however, 
see Straus 1987; Robinowitz, 1995; and Petrey 1990). It seems 
useful, however, to conclude with what Pratt suggests in this 
regard that; 
A linguistic model that can describe and explain the use 
of language in non literary situations should be able to 
account as well for how we understand language in 
literary contexts. 
(Pratt, 1977: XH) 
1 .3 .b . i i i . P o l i t e n e s s T h e o r y ( B r o w n a n d L e v i n s o n 1 9 8 7 ) 
Brown and Levinson's (1987) politeness theory is based on 
the assumption that speakers in any given language do not just 
convey information through their language; they use their 
language to do things. They propose that participants in 
conversation actually construct and build personal relationship 
through the dialogue they negotiate with each other. They further 
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argue that the social principal guides and constrains our choice of 
language in everyday discourse. 
The most central component to Brown and Levinson's theory 
is the concept of face, a dimension of social interaction initially 
introduced by Goffman (1967: 15) as "the positive social value 
[self-image] a person effectively claims for himself, and 
consistently attempts to maintain in interactions with others. 
Brown and Levinson construct their interactional model around a 
model person (MP), one who, from the outset, in addition to 
demonstrating a command of the language and a rational capability 
for determining the means needed to accomplish end goals, 
possesses two basic, somehow conflicting, "face wants" (Brown & 
Levinson, 1987:61). The first is the negative face wants, that is 
the want to be free to act unimpeded by others and to have one's 
individual rights, possessions, and territories uninfringed upon 
(ibid:61). The second is the positive face wants, that is the want of 
every member that his wants be desirable to at least some others. 
Brown and Levinson use speech act theory as the framework 
for their analysis. Speech acts, such as orders, requests, and 
threats, for example, threaten the hearer's negative face, while 
acts of criticism, disapproval, and disagreement, among others, 
threaten the hearer's positive face. Speakers can also perform acts 
that are self threatening: the expression of thanks or the 
acceptance of an offer, for example, in Brown and Levinson's 
system, are acts that impinge on the speaker's negative face 
because they impel future obligation, whereas apologies and 
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confessions, among other self-humiliating acts, reduce the positive 
face image of the speaker (ibid : 68). These acts, which are 
inherently threatening to the speaker or hearer, become the 
principal unit of analysis in Brown and Levinson's model and are 
called "face-threatening acts", (FTAs) (ibid: 60). 
Brown and Levinson realize two types of politeness: positive 
politeness, and negative politeness. Positive politeness is oriented 
toward the positive face of the hearer. It is associated with the 
positive self image the hearer claims for himself, i.e. it considers 
the face of the addressee by indicating that in some respect, S 
(speaker) wants H's (hearer's) wants, for example, by treating him 
as a member of an in-group, or a friend. FTAs can be reduced in 
this case by assuring he hearer that the speaker wants at least some 
of his wants. Negative politeness, on the other hand, is oriented 
mainly toward partially satisfying (redressing) the hearer's 
negative face, i.e. his basic want to maintain claims of territory 
and self determination. The realizations of negative politeness. 
Brown and Levinson argue, "consist in assurances that the speaker 
recognizes and respects the addressee's negative face wants and 
will not interfere with the addressee's freedom of action" 
(ibid:70). Negative politeness, they add, is characterized by "self 
effacement, formality and restraint, with attention to every 
restricted aspects of H's self image, centering on this want to be 
unimpeded" (ibid: 70). 
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Brown and Levinson introduce five basic strategies from 
which a speaker may choose either to minimize or maximize the 
FTA to the hearer's face. These five strategies are as follows: 
1. Do the FTA without redressive action baldly, 
with maximum efficiency. 
2. Do the FTA with redressive positive politeness 
action, on record (showing clear unambiguous 
intent). 
3. Do the FTA with redressive negative politeness 
action, on record. 
4. Do the FTA off record (showing ambiguous 
intent). 
5. Don't Do the FTA. 
(ibid: 60) 
These five strategies are identified by Brown and Levinson as 
higher-order strategies. Strategies 2, 3, and 4 are realized 
linguistically by virtue of various selections of lower order 
strategies by the speaker. 
Doing the FTA baldly without redressive action (strategy 1) 
means that S conforms directly with Grice's maxims without 
attending to face. Speakers choosing this option may have the 
effect of being rude and not caring about the hearer. However, in 
many circumstances using this strategy is quite justifiable. For 
example, in emergency situations, the choice of this strategy may 
be the most appropriate because attending to face takes more time 
involving more strategic choices to be made. Thus, a surgeon in an 
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operating room, for example, may use this strategy with his 
technical team by saying "go get the scalpel" with the knowledge 
that the intent of the act will not be inferred by the technical team 
as a face threatening act. 
Positive politeness redressive action, on the other hand, is 
used by S to soften the FTA by partially satisfying H's positive 
wants. This cannot take place without using at least one of the 
linguistic strategies identified by Brown and Levinson (cf. ibid: 
102). For example, S in saying "what a beautiful dress you're 
wearing! The bank is closed today. I came to borrow some 
money", shows positive face attention to the hearer in the course 
of committing the FTA (this linguistic strategy is realized by 
Brown Levinson as "Attend to H's wants and needs"). 
Similarly, Negative politeness redressive action (strategy 3) 
is used by S to maintain and satisfy H's negative face wants at 
least partially. It can be accomplished with the help of certain 
linguistic strategies (cf. ibid: 131). For example, if S says "can 
you lend me some money"? S attempts to minimize the imposition 
of the FTA by giving H the option not to comply (This strategy is 
realized by Brown and Levinson as "minimize the imposition of 
the FTA"). 
Doing the FTA off record (strategy 4) is a strategy selected 
by S if he does not want to be responsible directly for his intent to 
commit a FTA. By using various linguistic strategies that violate 
one or the other of Grice's maxims, such as hinting, understating, 
being ironic, etc ( ibid: 214), S allows H to interpret his intent in 
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various ways and S himself can always deny that he has committed 
a FTA. For example, if S says "I am out of cash, I forgot to go to 
the bank today", S may be intending to get H lend him some 
money, but S cannot be held to have committed a FTA 
(borrowing), because if H responds by saying "I will not give you 
money", S can simply deny requesting anything from H. 
Finally, avoiding doing FTA (strategy 5) simply means that 
S avoids offending H at all with his particular FTA. By doing so, a 
speaker fails to fulfill his ultimate desired communicative goals 
from the hearer. As a matter of fact, the type of strategy selected 
and thus the consequent level of politeness depends on the 
speaker 's assessment of the degree of seriousness of the FTA. 
Strategy 5 may be the best option for the speaker when he is at the 
highest risk of losing face as a result of threatening H. Brown and 
Levisnon specify three sociological variables that influence the 
speaker 's assessment of the seriousness of the FTA: the social 
distance between S and H (D), the relative power of H over S (P), 
and the culturally determined ranking of the imposition or threat 
of the FTA in that culture (R) (ibid 74). These three variables are 
significant on condition that the actors share mutual knowledge of 
the significance of the values of these variables. In terms of 
Brown and Levinson, the Distance variable is realized as 
"asymmetric social dimension of similarity/ difference within 
which S and H stand for the purpose of this act" (ibid: 76). It is 
usually based on an assessment of "the frequency of interaction 
62 
generaf 'TfieoreticaCTramewor^of ttie Study 
and the kinds of material and non-material goods (including face) 
exchanged between' "S and H" (ibid: 77). 
The variable of Power is defined as "the degree to which H 
can impose his own plans and his own self-evaluation (face) at the 
expense of S's plans and self-evaluation" (ibid: 77). The third 
variable, Ranking, measures the degree to which an act is 
considered to "interfere with an agent's wants of self-
determination or of approval " (ibid: 77). 
The politeness model presupposes, then, that the model 
person (MP) is supposed to select the highest numbered strategy 
(i.e. one that carries the highest level of politeness) in 
communication circumstances where the (MP) considers 
him/herself at the highest risk in committing the face threatening 
act. This takes place in situations where, for example, the MP's 
interlocutor is a stranger (a high D variable), a dominant 
participant hearer (a high P variable), or where a particular FTA is 
of a high ranked imposition (a high R variable). This accordingly 
suggests that the MP'S intention directs him to choose the highest 
strategic option to be in the safe side of committing a FTA. It is 
this intention around which the model has been designed. In this 
respect Brown and levinson state that "what the agents do is 
related systematically to their intents, and thus that intentions of 
actors are reconstructable by observers or recipients of actions" 
(ibid: 7). The politeness model has been utilized largely in a wide 
variety of fields, including literature, especially literary dialogues 
and conversations. 
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1.3.b.iv. Pol i teness in Literature 
The idea that literary discourse is not different form other 
kinds of naturally occurring utterances has been emphasized by a 
number of linguists. For example, professor Firth, an eminent 
British linguist, considers that all written texts have "implication 
of utterance" (Quoted in Fowler 1966 :7). Frye holds the same 
position, illustrating that "we have no real standards to distinguish 
a verbal structure that literary form one that is not" (Quoted in 
ibid: 11). The same stand is held by Gordon who argues that 
literary dialogue "consistently echoes the accepted speech of the 
day" and that "there is no line of dialogue form a novel that 
couldn' t be easily imagined proceeding from the mouth of an 
actual person" (Quoted in Page, 1973:3). Accordingly, it can be 
suggested that the dialogues of literary characters could be 
examined in the same way that linguists study naturally occurring 
conversations (cf. Burton, 1980 (introduction); Carter, 1990: 590-
600; and Toolan, 1990:273-277). However, this does not presume 
that the language of conversation is identical to the language 
encountered in literary dialogues. But since writers create the 
illusion of naturally occurring conversation, they require that the 
reader make meaning of the characters ' utterances as if the 
characters were producing and negotiating their utterances in real 
time. 
To some scholars interested in a rapprochement of linguistic 
and literary studies, Brown and Levinson's model proposes a new 
way of connecting politeness with literary texts. These scholars 
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have looked at the way FTAs are handled in the language of 
authorial personae and of characters. Sell (1991), for example, 
explains how Wadman notices that, in the poems of George 
Herbert, a crucial turning point sometimes coincides with the 
mention of Christ's atonement for man's sins, after which Herbert 
presents himself in ways that are self-effacing. He further 
illustrates that in the poem, the speaker uses politeness 
realizations, such as hedges, negatives, questions to emphasize 
both his distance form God and God's enormous power. 
Simpson (1989) makes use of the politness phenomenon in 
his analysis of some dialogues of lonesco's play. The lesson. The 
play is about a professor who gives a lesson to an eighteen year 
old girl. By tracing certain utterances in their dialogues, Simpson 
shows how the relationship between the professor and the pupil 
develops, resulting in a powerful climax. 
Short (1996) finds that Brown and Levinson's model can be 
well-exploited in the analysis of literary dialogues. He, 
particularly, notices that the variant forms of the vocatives which 
characters use to address one another have different effects in 
terms of politeness. Short argues that politeness plays an 
important role in the conversations of plays' and novels' 
characters, and therefore it will be helpful to examine the 
phenomena carefully, (see Short, 1996, especially pp. 212-217). 
Sell realizes this type of politeness as "politeness in literature" 
(Sell, 1991:221). 
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The main concern of politeness in literature is to investigate 
the social relationships among the conversational participants 
(characters) demonstrated in their literary dialogues. By analyzing 
literary dialogues, an analyst attempts to show how the politeness 
phenomenon is maintained and practiced by fictional characters, 
and how it is possible for him to build certain assumptions about 
their relationships. Since politeness is a significant feature of the 
naturally occurring conversations between people, characters ' 
politeness makes one claim that literary dialogues and utterances 
can be examined in the same way as naturally spoken discourse. 
Politeness of characters or politeness in literature, as Sell prefers 
to call, is one of the main concerns negotiated by this study. It 
will be used in the analysis of style shifting in E.M. Forster 's 
fictional dialogues. 
The politeness concept can also be discussed in terms of 
"politeness of literature" (Sell, 1991:221). Politeness, in this 
sense, attempts to explore the relationship between the writer and 
reader. In order to be polite, a writer must maintain "selectional 
politeness" as well as "presentational politeness". By maintaining 
selectional politeness, a writer pays attention to all the taboos and 
conventions dominated in his society and culture. He does not say 
anything or use any words which would be considered as 
threatening the readers ' positive or negative face. The writer must 
also avoid some types of subject matter constituting FTAs and all 
types of language that are in themselves offensive. On the other 
hand, a writer who maintains presentational politeness takes into 
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account to observe the cooperative principles at all costs. He 
should not leave his readers in the slightest doubt about his 
arguments. He must avoid all vague expressions, sentences, and 
words that may create understanding problems to the readers. In 
short, the writer must not lead his readers blind of "what was 
happening, what he meant, or why he was saying what he was 
saying" (Sell, 1991: 222). In the following chapter, I intend to 
give a brief account on E.M. Forster's life and art. 
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CHAPTER - 2 
E.M. FORSTER: LIFE AND ART 
2.1 E.M. Forster's Life 
Edward Morgan Forster was born at 8, Melcombe Place, 
Dorset square, London on January 1, 1879. His great grandfather, 
Henry Thornton, was a leading banker and a member of 
parliament. His father was an architect, who died young, and the 
boy Forster was left to the care of his mother and the benevolence 
of his great aunt, Marianne Thornton. His mother belonged to the 
family of Whichloes, who were known for their love of art and 
beauty. 
Young Forster became a day boy at Tonbridge School, which 
he detested. His unpleasant experiences of school life threw its 
shadow on his writings. The Longest Journey (1907), for example, 
depicts the working of Swaston school and voices Forster's 
adverse reaction to the whole system of the British public school. 
Forster disapproved of the professions and practices of the public 
school because, according to Shahane (1975: 16), "they produce 
able-bodied empire makers who are Philistines - to use a phrase of 
Matthew Arnold - and who are insensitive to the reverberations of 
the heart and the promptings of the soul". 
Forster entered king's college, Cambridge, in 1897 and was 
surprised by the intellectual atmosphere of that institution. 
Forster's view of Cambridge, especially King's, expresses his 
deep personal involvement and his total identification with it. 
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Cambridge, for Forster, was the place where he found himself, or 
at least began this process. It was not simply an ancient university, 
but the symbol of the good life. It opened numerous vistas for his 
individual growth and understanding of the world. According to 
Furbank (1979): 
It [Cambridge] always had a precise significance for 
him [Forster]; it was the place where things were 
valued for what they were, not for what use you could 
make of them. 
(Furbank, 1979: 49) 
The influence of Cambridge on Forster's writings is very much 
observed in all his novels. John colmer (1975) highlights this 
significant point: 
Cambridge, it is clear, became the symbol of the 
undivided life, and all Forster's novels explore the 
possibility of men and women achieving such a 
harmony. In three of the novels, the task of achieving 
it is complicated by difference of national 
temperament; in Where Angels Fear to Tread (1905) 
and a Room With a View (1908), the difference is 
between English and Italians, in A Passage to India the 
contrast is between English and Indians, between 
Muslims and Hindus. The main clash in the Longest 
Journey is between the characters that represent 
convention and those that represent private integrity; 
in Howards End it is between the representatives of 
commercialism and of spiritual values, while in 
Maurice it is between those who remain faithful to the 
wisdom of the body and those who do not. 
(Colmer, 1975:9) 
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Forster always considered himself lucky. Part of his explanation of 
being lucky lied in his feeling and association with Cambridge. 
His mother died and soon after the war he had to leave his Surrey 
home - his special "Howards End", and then Cambridge bestowed 
on him Honorary fellowship, an honour which he deeply valued. 
Forster then came to stay at Cambridge and lived in that charming 
place until his death in 1970. 
2 . 2 . E . M . F o r s t e r ' s Art 
2.2.a E.M Forster as a novelist 
E.M. Forster as a creative novelist has achieved a rare 
distinction among twentieth century British writers. He is almost 
extra ordinary among his contemporaries because, as a novelist 
and short story writer, he is individualistic and his achievement is 
marked by many distinctive features. Shahane (1975) rightly 
states: 
He [E.M. Forster] is very much part of a tradition, and 
yet apart. The charm of his writing and the fascination 
of his personality are both rare and special. Almost all 
critics, favorable and not so favourable, tend to 
recognize the extraordinary quality of Forster as a man 
and writer, though it is not easy to pin it down 
precisely. 
(Shahane, 1975:13). 
Forster 's long literary career which began in 1905 with 
"Where Angels Fear to Tread" and ended in (1956) with Marianne 
Thornton, and a number of long articles and critical works on his 
novels testify to his position as a star in the world of 20th century 
literature. But despite his wide literary contributions, we find that 
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he is known to the reading public and critics as a novelist, and that 
his reputation is planted on his six novels (see the appendix for 
summery and interpretation of Forster 's six novels). Considering 
the rather limited quantum of Forster 's work, this extraordinary 
spurt in his literary reputation seems initially disproportionate, but 
in fact it is not so. In this context Arnold Bennett 's remark made 
in 1911 are almost prophetic: 
Mr. Forster is a young man... If he continues to write 
one book a year, he will be the most fashionable 
novelist in England. If he writes solely to please 
himself, forgetting the existence of the elite, he may 
produce some first class literature. 
(Quoted in Shahane, 1975: 24) 
Between 1918 and 1922 Forster 's work was touched on in a 
number of surveys of the modern English novel (for example, E.L. 
George's a novelist on novel, 1918). More important is the 
testimonial passed on by Florence Hardy, who said in a letter 
written to Forster in January, 1924 that her husband Thomas Hardy 
had "the greatest admiration for his work" (Quoted in Prakash, 
1987:35). Among these important figures who came to admire and 
appreciate Forster 's art was D.H. Lawrence. He wrote in August, 
1924, to the Italian critic Carlolinati drawing his attention to 
Forster, whom he called "about the best of my contemporaries in 
England" (Quoted in Gardner, 1973:17). These compliments seem 
to be very significant so far as Forster the novelist is concerned, 
though some critics believe that there was an uneasy relationship 
between the two prominent figures who were so alike and yet so 
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different. But it appears quit unreasonable that a novelist of large 
caliber like D.H. Lawrence could have used these words merely to 
flatter Forster. Rather, it was his belief and recognition of Forster 
both as a man and writer. The words of an artist about an artist are 
seldom used without significance; they carry weight and meanings. 
Forster is regarded as a difficult and ambiguous writer, who 
has often made his critics uneasy and caused them to feel how 
strangely elusive his work is. His observation of his materials and 
his way of making his structures usually involve two tones that 
come into perplexing relationship. According to Prakash (1987), in 
Forster 's work: 
There is the instinct towards "poetry", which goes 
with the view of art as a symbolist unity, and there is 
the comedy and the irony, the belittling aspect of his 
tone, which brings in the problems and difficulties of 
the contingent world. Because of this it is often 
possible simultaneously to interpret his work 
positively and negatively, depending on the kind of 
critical attentiveness one gives. 
(Prakash, 1987: 46) 
In his well known book, two cheers for democracy (1954), 
Forster believes that a work of art is anonymous. The artist has 
two personalities. There is the 'upper ' personality of everyday life 
and there is the ' lower ' personality, i.e. "in the obscure recesses 
of our being, down into which the artist dips the bucket, and out of 
which he creates a work of art" (Quoted in Prakash, 1987:46). 
According to Forster, art exists for its own sake and no other. He 
declares himself the kind of artist who conceives of his work as a 
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mediator between art 's rightful superiority to use and the humanity 
that does not care about art at all. He is an artist who recognizes 
the claims of society, a strong believer in liberty who knows that 
liberty must be responsible if it is to escape anarchism, and a 
liberal who admits the law of necessity, "we live in freedom by 
necessity" (Quoted in ibid :46). 
Forster was a young man of twenty-six when his first novel, 
Where Angels Fear to Tread was published in 1905.' Many 
reviewers and critics see the novel as social comedy. This novel, 
according to C.F.G. Masterman (1973 [1905]), is: 
A remarkable book. Not often has the reviewer to 
welcome a new writer and a new novel so directly 
conveying the impression of power and an easy mastery 
of material. Here there are qualities of style and 
thought, which awaken a sense of satisfaction and 
delight; a taste in the selection of words; a keen insight 
into the humour (and not merely the humors) of life; and 
a challenge to its accepted courses. 
(Masterman, 1973 [ 1905] :52). 
Thus, with this novel Forster managed to introduce himself as a 
convincing novelist to both readers and critics. It was really a 
successful and significant beginning that paved the road to his 
coming novels. 
Forster 's second novel was published in 1907 as The Longest 
Journey. This novel was more widely read than its predecessor. It 
is longer and more complicated than the Italian novel. Where 
Forster had earlier begun work on what was later became a Room with a View. 
But then he laid it a side to write where Angels Fear to tread (1905) and the 
longest journey (1907). 
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Angels Fear to Tread. Since it is wholly set in England, it renders 
more fully the forces in English society that make it particularly 
difficult for anyone to be both cultured and natural at the same 
time. Many critics agree that this novel has a touch of genius. The 
outlook, the ideas and similes, the dialogue, and the development 
are original and yet not eccentric. 
In 1908 Forster's third novel was published as A Room With 
A View. This novel was not only much the best of the three he had 
written, but also it admitted him to the limited class of the best 
modern writers. The whole action in this novel takes place in Italy 
and centers on the residents of the Pension Bertolini. The 
characters are too close to their real life counterparts. One of the 
most significant benefits Forster gained from this novel was that, 
he could convince the readers and the critics that he had a gift for 
dialogue, which would have stood him in an excellent stead, if he 
had ever turned his attention to the stage. The novel is an 
expression of Forster's comic and romantic vision. It fits into the 
pattern of new comedy. As outlined by Northrop Frye in the 
Argument of comedy, "In all good comedy", he writes, "there is a 
social as well as individual theme which must be sought in the 
general atmosphere of reconciliation that makes the final marriage 
possible".2 (Frye, 1962:238). 
Two years later, his fourth novel was published as Howards 
End. This novel was regarded as the best novel of the year in 
England when it was published in 1910. For many, the novels had 
The marriage of Lucy and George. 
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an essential solidity and coherent which had been lacking in the 
first three novels. The plot of the novel is entirely concerned with 
the relation of two middle class families, the Schlegels and the 
Wilcoxes, who the more they fall out the closer they are drawn 
together (see the appendix for more explanation of the novel). 
With the publication of this novel, Forster 's reputation was 
consolidated and given clearer definition than before. It was the 
first time the word "Forsterian" was used in connection with it. 
One of the most significant comments made on this novel is: 
The novel rises like a piece of architecture full-grown 
before us. It is all bricks and timber, but it is mystery, 
idealism, a far reaching symbol... there is life, 
imagination, and the very flame of action giving quality 
to this novel over and above the technique with which it 
is built up and the wisdom with which it is informed. 
(R.A. Scott, 1973[1910]: 135) 
In 1924 A Passage to India was published. The novel is 
regarded as Forster 's masterpiece. Forster visited India in 1912-
1913, and again in 1921, when he acted as a private secretary to 
the Maharajah of Dewas Senior. These three visits provided the 
material for his best-known novel, A Passage to India. The novel 
is not only the climax of Forster 's career as a novelist but can also 
be seen as one of the high watermarks of the 20th century fiction. 
On the surface level, it appears an easy novel to read. Yet the 
more one reads it, the more one realizes that it can be enjoyed on 
many different levels, and that far from being purely traditional 
kind of novel, it is a highly original amalgam of various aspects. It 
is a very good example of story telling, which maintains our 
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interest from beginning to end in the mere surface actions. But at 
the same time, it allows the writer to say much that is profound 
about friendship, about the future of a nation, and about religious 
belief. A Passage to India was published after fourteen years gap, 
since the publication of Howard End (1910). Many critics consider 
the book as a revolution in the world of 20th century fiction. 
Bhupal Singh (1954), for example, states. 
Mr. Forster's a passage to India is an oasis in tffe 
desert of Anglo India fiction. It is a refreshing bookj 
refreshing in its candour, sincerity, fairness, and art 
and is worth more than the whole of the trash thaT 
passes by the name of Anglo-Indian fiction, a few 
writers expected. It is a clever picture English men in 
India a subtle portraiture of the Indian especially the 
Muslim mind, and a fascinating study of the problems 
arising out of the contact of India with the west. 
(Quoted in Gardner, 1973: 293) 
Similarly, in his review of the novel, Edwin Muir (1924) says: 
A passage to India is a very accomplished novel. It is 
the kind of novel, which could be written only by a 
very cultivated man, but it shows Mr. Forster 
cultivation than that it does his intuition. 
(Quoted in ibid: 279) 
What is unique about the novel is that it is so rich in implication 
as well as in statement, that each reader can draw his own 
conclusion from it, just as each of us draws a different conclusion 
from what he experiences of life. The novel really deserves to be 
the masterpiece of E.M. Forster and his best contribution to the 
world of 20th century fiction. 
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Forster 's homosexuality almost certainly exercised a 
profound influence on his fiction. His one novel, Maurice, deals 
directly with homosexuality. It was written in 1913-1914, between 
the publications of Howards End and A Passage to India, but it 
was posthumously published in 1971. The novel aroused sharp 
controversy and even adverse and unsavory comment on Forster 's 
private life, as it attempts to portray homosexual relation between 
Maurice and Clive, two Cambridge undergraduates. 
Maurice is regarded the least in literary value of all 
Forster 's novels. David Lodge (1973) comments on the novel by 
saying: 
Maurice is not a very good novel, but even if it were a 
very bad novel (which it is not) its publication would 
still be a major literary event. Most judges, after all, 
would rank E.M. Forster second or third among native 
English novelists of this century - below Lawrence, 
though not necessarily below Virginia Woolf-but his 
reputation has rested on only five published novels. 
(Quoted in Gardner, 1973: 473) 
Structurally, Maurice is less complex than any of Forster 's other 
novels. Forster himself recognized the weakness of his novel. On 
the cover of the 1960 transcript, Mr. Furbank tells us, Forster 
wrote, "Publishable but Worth It"? (Quoted in ibid: 473). 
Whatever be the case about Maurice, however, it will not cause 
any one to change his opinion about Forster as a man or about his 
stature as a novelist. 
In addition to his six novels, E.M. Forster has written a 
number of short stories. There are four collections of short stories: 
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the Celestial Omnibus (1911), the Eternal Moment (1928), 
collected short stories (1947)-combining the earlier two 
collections - and the posthumous, the life to come, and other 
stories (1972). 
2.2.b E.M. For s t e r ' s Charac te rs 
E.M. Forster is always concerned with the problem of 
connectedness in human relations. His characters desire to 
understand each other and to connect in true and honest friendship, 
yet they never feel totally fulfilled or totally successful in their 
relationships. The sensitiveness to character and personality leads 
naturally to a strong emphasis on personal relationships, a creed 
with Forster, as Prakash (1987) puts it: 
The real tragedies in Forster's novels are not the 
sudden deaths, but the failures in human relationships, 
the betrayals, the hates, [and] the inability to 
understand. 
(Prakash, 1987:47) 
Forster believes that to lead the good life a man must learn to 
establish personal relations and seek connection with others. He 
creates his characters in such a way that they depict their real 
counterparts of the English middle class, who as Forster 
recognizes, cannot connect. The Phrase "Only Connect", used as 
an epigraph to Howards End, sums up his ideal of harmony. His 
novels are dramas in which the characters always attempt to build 
stable social relations, but they fail considerably due to social 
inequality of class, power, and race. This failure should not, 
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however, be interpreted that Forster is a pessimistic novelist; 
Colmer (1975) illustrates this: 
Although none of the characters [of E.M. Forster] 
achieves full harmony with others, with nature, or 
within the self, the final effect of Forster's fiction is not 
pessimistic, because the struggle to achieve harmony 
releases heroic energies and because the radiant promise 
is never entirely withdrawn, as the characters look 
beyond 'the flaming ramparts of the world', towards 
their cherished ideal of harmony. 
(Colmer, 1975:222) 
All Forster 's main characters, it has been noticed, always attempt 
to fuse their natural and social selves and to find their part in a 
universe that simultaneously diminishes and confirms their human 
stature. Despite such attempts, the characters fail to achieve full 
harmony and connection with each other. This failure, according 
to Colmer, is "in part a reflection of Forster 's own failure to 
connect -the monk and the beast in man'", (ibid: 22) 
One of the most effective literary devices that a novelist 
uses to express the idea of social and personal relations among his 
characters is the intensive use of dialogues. E.M. Forster, it is 
argued, has the mastery of dialogue. Form the first novel to the 
last, dialogue brings the characters to life and releases the major 
themes. Forster 's dialogue has the virtue of good stage dialogue. It 
possesses economy, naturalness, pattern, and point. Forster 's 
novels show what care goes into deciding whether dialogue, 
narrative, or commentary is most suitable at any one point for 
achieving maximum economy and expressive power. His authorian 
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voice harmonizes with the voice of his characters in the dialogue 
to produce a unity of tone. Through dialogue, Forster makes his 
characters ask us to share something deeper than their experiences. 
They convey to us a sensation that is partially physical-the 
sensation through which we can see our experience floating far 
above us, tiny, remote, yet ours. The naturalness of his dialogues 
deserves a special attention, because it enables the analyst 
investigate and examine the utterances taking place in the dialogue 
from linguistic perspectives. Since the study in hand is mainly 
concerned with "character talk", it is inevitable to consider 
dialogues as the primary data of our stylistic analysis. 
2.2. c. E.M. Forster as a critic: 
E.M. Forster is not only known for writing novels, but also 
for being a brilliant literary critic. Literary criticism is a field in 
which Forster has some place of eminence. His reputation as a 
literary critic is largely based on the Clark lectures at Cambridge 
in 1927, published under the title "Aspects of the novel". 
In this book Forster introduces seven formal properties of 
the novel, which he calls "aspects". They are the story, people, 
plot, fantasy, prophecy, pattern, and rhythm. The book shows that 
the novel does adhere to these aspects, and that the novelist is 
freer to order his art in the way he wants than the dramatist, the 
poet or the short story writer. Forster believes that this freedom 
can enable the novelist to elevate the art of fiction from its 
traditional commitment to social representation towards something 
like the spiritual revelation achieved by music. 
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According to Forster, "the basis of a novel is a story and a 
story is a narrative of events arranged in time sequence. (Forster, 
1954:51). A story moves monotonously forward like the regular 
pulsation of time to an 'and then' 'and then' beat - as opposed to 
'rhythm', which pleases because it is irregular and unexpected. It 
merely shows "what happens next" in time without pausing to 
reflect upon the significance of what happens. It can be understood 
as separate from everything else within the novel if "it is 
recognized that its appeal is merely to an unintelligent and brutish 
curiosity and not to the rational or reflective or emotional se l f 
(Advani, 1985: 133). Forster gives high importance to the aspect 
of story because he feels that if the novel tries to do away with it, 
an essential element of form would be lost and "the novel that 
would express values becomes unintelligible and valueless" 
(Forster, 1954: 83). 
As far as the second aspect 'people' is concerned, Forster 
allots two chapters to it. It is a clear indication of the importance 
he attributes to character in fiction. In the first chapter on 
"people", he draws attention to how our lives actually get into 
fiction. He gives five main facts of life: birth, food, sleep, love 
and death. These facts, according to Colmer (1975:177), are 
"products of a mind that has brooded long over the contrast 
between 'Art' and "Life", that has seen that the novelist's function 
is to reveal the hidden life at its source". In the second of chapters 
on 'people', Forster draws a distinction between 'flat' and 'round' 
characters. Flat characters, in Forster's terms, are "constructed 
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round a single ideas or quality" (Forster, 1954 : 103-104). These 
have the advantages that they are easily recognized and easily 
remembered. By the second, "round" characters, he means the 
characters that "cannot be summed up in a single phrase" (ibid: 
107). This is because, Shahane (1975:178) explains, they are 
"multidimensional." Round characters, Forster adds, also have 
"the capacity to perform tragically for any length of time and can 
move us to any feelings except humour and appropriateness" 
(Forster, 1954: 112). In this sense, all Forster's main characters 
are round characters, except perhaps Lucy in "A Room With a 
View". 
The third aspect is "plot". According to Forster, the plot is 
"the novel in its logical intellectual aspect" (ibid: 144). The plot 
of the novel, Forster argues, cannot be conceived without 
"intelligence" and "memory". The reader must observe each 
fictional event in two ways "isolated, and related to the other facts 
that he has read on previous pages" (ibid: 131-132). Memory, 
according to Forster, locates each event in time, ranging back and 
forth to rearrange and reconsider each event and its cause, whereas 
intelligence perceives a network of cross-correspondences and 
significant relationships between events. Most of the readers of 
aspects of the novel probably find Forster's definition of "plot" as 
distinct from "story" convincing. "The king died and then the 
queen died" is a story; but "the king died, and then the queen died 
of gr ief is a plot, "the time sequence is preserved", Forster 
remarks, but "the sense of casualty overshadows it" (ibid :130) 
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The aspect of fantasy, on the other hand, is very important 
for the novelist to create his on fictional world. The novelist 
abandons the logic of conscious life and presents a fictional 
universe, which could not exist in reality. Fantasists are divided 
into two categories, the comic and the satiric. Forster prefers 
comic fantasists because he feels fantasy is only suited to charm 
and gaiety. Fantasy reorders the real world into a new imaginative 
synthesis, and is thus a movement way from the logic and division 
of social existence. In contrast, satire relates to specific social 
problems in the real world. A comic fantasy can only be 
appreciated if one ceases to ask logical questions, but satire is 
precisely an appeal to recognize the truth about reality. Satiric 
fantasy is thus a contradiction in terms, because the element of 
satire prevents any thorough immersion of the reader into the 
illogical world of fantasy. 
The fifth aspect of the novel is the aspect of prophecy. By 
introducing this term, Forster rises to the height of his powers as a 
critic. Prophecy denotes the existence of spiritual intensity within 
a novel. According to Forster, "it [Prophecy] demands humility 
and the absence of the sense of humour." (ibid: 197). The novelist 
is a prophet when his work becomes a sensible embodiment of the 
unseen. The prophet, in Forster's terms, is the novelist as mystic, 
whose work reveals the underlying spiritual unity of all creation."' 
With respect to pattern, Forster's view of this aspect is 
ultimately ambivalent. He connects pattern with atmosphere and 
^ For more details , see Forster (1954:181-212) 
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values its appeal to the aesthetic sensibility, but cannot 
sufficiently distance it from the idea of extremely imposed order 
and a theoretical concern with form. According to Forster, "...the 
sensation from a pattern is not intense enough to justify the 
sacrifices that made it...." (ibid: 134). Pattern, in Forster's terms, 
is something mechanical and external that determines the shape of 
the novel. 
Finally, Forster discusses rhythm. The word rhythm, as 
Forster uses it in aspects of the novel, is synonymous with the 
notion of music. When fiction is rhythmically structured, it 
approximates towards the sublime form of a symphony. Forster 
says that rhythm in fiction is noticed in two ways - as a separate, 
self - contained theme or a "little phrase (which) has a life of its 
own" (ibid: 239), within the larger flow of the novel, and also as a 
larger indefinable entity, which is recognized after the novel is 
over. In the first case, rhythm denotes the sporadically recurring 
images, which make the novel a musically cohesive structure. It 
gives the reader the impression that the work hangs together 
because "it is stitched internally" (ibid :236). The beauty of 
rhythm, Forster argues, is precisely: 
Not to be there all the time like a pattern, but by its 
lovely waxing and waning to fill us with surprise and 
freshness and hope 
(il)id: 239) 
Rhythm of the second sort, Forster says, is something 
unheard and yet apprehended when the novel is over. It cannot be 
pinned down or defined as anything specific within a novel, for it 
85 
(E.fW. Torster Life and Art 
is a sort of revelation of the novel as spiritual unity. It is the 
highest kind of beauty that a novelist can achieve. 
Form the above perspective, it can be argued that Aspects of 
the Novel by E.M. Forster is a scholarly work of permanent 
importance, in which Forster proves his talent as a successful and 
brilliant literary critic. I completely agree with John Colmer, who 
once said: 
Aspects of the novel has survived remarkably well and 
continues to be read when more scholarly discourses on 
the novel gather dust on the shelves. The reasons are not 
difficult to discover. It is alive on every page; it 
communicates the author's own enthusiasms; it whets 
the reader's appetite through apt quotations and skillful 
commentary, while never doing the reader's work for 
him, the usual fault of popular literary hand books. 
(Colmer, 1975:180) 
2.2.d E.M. Forster's language 
According to Prakash (1987: 104), "his [E.M. Forster 's] 
language is easy and poetical." It is this easy language that makes 
his work enjoyable to all readers, especially the common readers 
who do not have enough literary background. For Forster, every 
word is meaningful according to its use and significance. As a 
matter of fact, it is the unique use of language that serves the basis 
for his artistic writings. Although his language is easy and 
poetical, in his simple conversational and pithy sentences he gives 
deeper meanings. The way he handles the conversation 
linguistically is particularly impressive. Ke makes the language of 
his fiction charming, interesting and thought provoking. It is this 
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quality, which makes Forster distinct from other writers and his 
work universal. Forster associates between the poetic and the 
musical use of words. In this respect, Prakash says: 
His [Forster's] words and phrases ring in our ears like 
musical sounds. The Lyrical descriptions of landscapes 
and the musical symphonies in his novels reflect this 
feature of his prose fiction. In fact, Forster sees the two 
worlds of literature and music, of written words and 
musical sound fused into one. 
(Prakash, 1987: 105) 
Forster is no doubt the master of symbolism. This distinctive 
feature can only be achieved by the symbolic use of language. In 
order to make his language symbolic, Forster used all the devices 
of suggestions. Images, allusions, hints, changes of rhythm, 
broken conversation, and other hints often occur in his novels. 
Features, such as indirection, suggestion and allusion are the 
keywords which can be used as positive criteria in the literary 
appraisal of the art of his symbolism. In A Passage to India, for 
example, we notice the reference to "echoing walls". The idea is 
made fact when the party visits the caves. Words like 'muddle', 
"real", "oriental" recur in his novels with symbolic significance. 
The word muddle is symbolic of the Hindu religion with all its 
varieties. The word muddle also suggests the mystery of human 
life. The word "real" in its frequent recurrence in The longest 
Journey refers to the theme of the novel. Thus, these devices 
strike the keynote in the framework of his symbolism."^ 
"For more details, see Prakash (1987:105) 
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Not only readers who appreciate Forster's language, but also 
critics and great novelists. Admiring his language gift, Virginia 
Woolf writes: 
....Mr. Forster has the art of saying things which sink 
airily enough into the mind to stay there and unfurl liice 
those Japanese flowers which open up in the depths of 
the water. 
(Virginia Woolf 1973[1927]:333) 
A statement like this by a great novelist like Virginia Woolf 
cannot be made arbitrarily. Rather, it is recognition of Forster's 
skillful use of language, a merit that singles him out from other 
writers. 
2.2.e. Similar Linguistic Studies done on E.M. Forster 
The only previous studies reported^ are three short articles 
written by Buck and Austin (1995), Buck (1996), and Buck (1997). 
Buck and Austin (1995) select a dialogue from Forster's 
Howards End that takes place between Margaret and Mr. Wilcox 
(Henry).The analysis shows how the speakers (Henry and 
Margaret) use different strategies, such as interrupting, raising 
threatening questions, ignoring each other positive and negative 
face wants etc. to gain ground in the conversation. Buck and 
Austin conclude that the dialogue selected can be treated as if it 
were a spontaneous conversation. Forster's characters, they argue, 
are seeking continuously to negotiate their power through the 
language they use. They finally state that: 
There might be other linguistic studies done on E.M. Forster, but I am particularly concerned with 
these studies that are, to some extent, similar to the present study. 
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In Forster's dialogue in short as in all socially 
contextualized speech, power is not given; it is something 
that must be continually negotiated for, something that is 
lost and regained with each shift and turn of conversation. 
(Buck and Austin, 1995: 71, 72) 
Another linguistic study is done by Buck (1996). This time. 
Buck draws attention to the invitational rituals manifested in 
Forster 's posthumously published novel, Maurice. The study is 
based on sequence of inter dialogues occurring between Maurice 
and Clive. The analysis of the dialogues reveals, according to 
Buck, the important discourse function of the invitation and how 
Forster stylistically exploits that function. The study also shows 
that a discourse analysis not only reveals the variety of stylistic 
effects that form an integral part of the dialogue's texture; but 
also explains the process of contextual delimitation that emerges 
through our reading as we negotiate the linguistic form with our 
linguistic presumptions and with the always changing context of 
the local discourse situation. The main finding of this study is 
identical with the one found in the previous study done by Buck 
and Austin (1995), that the social power in Forster 's dialogue, is 
not a given. It is something that one needs to maintain, protect, 
defend, sometimes lose, and sometimes regain with each new turn 
of discourse. 
The third study is also done by Buck (1997). In her analysis 
of selected dialogue between non-intimate characters of unequal 
power relation ( Aziz and Fielding) in E.M. Forster 's A Passage to 
India, Buck explains how linguistic utterances cohere in large 
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units of extended discourse. The finding of the study, Bucic 
confirms, is consistent with excerpts she has studied form 
Howards End and Maurice. 
However, the present study is new and different in the sense 
that it investigates concepts, which has not yet been explored in 
E.M. Forster's novels. It may not be the first time that style-
shifting is studied in literary texts, but it is undoubtedly the first 
time this concept is explored in Forster's novels. Regarding 
Lexical colouring, I can confidently say that it is the first time this 
concept is studied, not only in Forster's text, but maybe in all 
literary texts. 
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CHAPTER- 3 
STYLE-SHIFTING IN E.M. FORSTER'S NOVELS 
3.1. Introduction 
Almost all linguists agree that literary texts are considered 
as authenticated sources for studying language and language use. 
Troike (1982) emphasizes this fact: 
Literary sources (written or oral) may be valuable for the 
description they contain, as well as for the attitudes and 
values about language they reveal. Additionally, the 
communicative patterns which occur in literature presumably 
embody some kind of normative idealization, and portray 
types of people (e.g. according to social class) in terms of 
stereotypic use of language. 
(Troike, 1982:117) 
Style shifting is no doubt one of the most significant 
concepts that can be well represented in the work of verbal art. It 
occurs when a speaker shifts, for example, from casual to formal 
speech or vice versa, shifting from, say, / wonder, do you happen 
to have any milk? To, Give me milk. A number of markers allow 
speakers to recognize where these two occurrences fall on the 
formal-casual stylistic continuum. Whereas the first utterance's 
lexical content and intonational contour mark it as an indirect 
speech act designed to minimize a threat to the recipient's face 
(Brown and Levinson, 1987), being a locutionary act with the 
surface form of an information seeking question and the 
illocutionary force of a directive, the second utterance baldly 
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issues a command, without using even a mitigating please. It is 
noteworthy that this study is primarily concerned with style 
shifting at the pragmatic level, and that pragmatic theories, 
namely politeness theory and speech act theory will be used in the 
analysis of the concept. E.M. Forster shows a great interest in this 
concept, and makes a great use of it in building the social part of 
his work. Through speech style and particularly style shifting the 
characters negotiate their power position assigned to them by E.M. 
Forster. In this chapter, we will see how the characters negotiate 
their identity and social power through the style they adopt. 
3.2. Style shifting and negotiat ing power position in F o r s t e r ' s 
novels. 
E.M. Forster 's characters exhibit their social power by virtue 
of style shifting. For example, in the dialogue between Maurice 
and Dr. Ducie the concept of power is highly manifested and 
clearly negotiated. See this extract from one of their dialogues: 
"You live with your mother, don' t you?" He interrupted, 
seeing that the boy has gained confidence. 
"Yes, sir." 
"Have you any elder brothers?" 
"No, sir-only Ada and Kitty." 
"Any uncle?" 
"No." 
"So you don' t know many men?" 
"Mother keeps a coachman and George in the garden, but of 
course you mean gentlemen. Mother has three main servants to look 
after the house but they are so idle that they will not mend Ada's 
stockings. Ada is my eldest little sister." 
93 
StyCe-shifting in E.JM. TorsUr's !Kove[s 
"How old are you?" 
"Fourteen and three quarters." 
"Well, you're an ignorant little beggar." They laughed. 
(Maurice: 18) 
From the very beginning of this piece of dialogue, Dr. Ducie 
exercises his power position by interrupting Maurice, as Forster 
tells us. The power position of Dr. Ducie comes from the fact that 
he is superior to Maurice in age, occupation, as well as 
experience. Dr. Ducie assigns to himself a powerful role or 
"footing" (Goffman 1981:128) that gives him the right to question 
Maurice repeatedly, whereas Maurice seems to have surrendered to 
the role or footing assigned to him by the doctor. He keeps on 
answering the doctor's questions without an attempt to change his 
role. Dr. Ducie takes advantage of his role to make a tremendous 
down shift in his style well-you're an ignorant little beggar, 
which is extremely impolite style causing a F T A ' to Maurice's 
positive face (Brown and Levinson : 66). And in order to minimize 
the FTA caused by his style shift. Dr. Ducie resorts to 
paralinguistic or body language features manifested in his non-
verbal act of laughing. In this small piece of dialogue the 
asymmetry in power position between the two conversational 
participants is quite obvious and communicatively manifested in 
the functional use of language. Dr. Ducie manages to convince us 
of controlling his interlocutor as well as the communicative 
situation. Even when Maurice attempts to shift his role in the 
conversation. Dr. Ducie refuses indirectly and maintains his role. 
FTA is an abbreviation for Face Tlireatening Act. 
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This is quite clear in the way he responds to Maurice question 
after informing him that his father had told him something that 
proved very useful. Maurice out of curiosity asks: 
"Did he, Sir?" 
"Shall I tell you what it was?" (Maurice : 18) 
Dr. Ducie does not give a direct answer to Maurice 's question. 
Instead, he asks him another question that bears the illocutionary 
force of suggestion. 
Maurice also falls in the same trap with Dr. Barry, a friend 
and neighbour of the family. After seeing Maurice shaking hand 
warmly with his house master's wife, Dr. Barry says "Well, 
Maurice; a youth irresistible in love as in war." (Maurice: 30). 
Dr. Barry in this piece of utterance adopts a quasi literary and thus 
"frozen style" (Joos, 1962:28). This style seems to be unfamiliar 
to Maurice, and therefore it is natural that he enquires about his 
interlocutor 's communicative intention as the uncertainty arises on 
him. 
"I don' t know what you mean, Dr. Barry?" (Maurice: 30) 
Instead of explaining to Maurice what he meant by what he said in 
his previous conversational turn, Dr. Barry replies in this way: 
" ' O h ' you young fellow! Butter wouldn't melt in your 
mouth these days. Don't know what I mean? Prudish of a 
petticoat! Be frank Man, be frank. You don ' t take 
anyone in. The frank mind's the purest mind. I'm a 
medical man and old man and I tell you that. Man that is 
born of woman must go with woman if the human race is 
to continue" (Maurice: 30) 
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It is clear that no direct clear answer is given to Maurice's 
question. Instead of clarifying his message content. Dr. Barry goes 
on shifting from one style into another. He starts with an informal 
style, marked by using the appositive "you young fellow", which 
is jocular in tone. Then he shifts into an idiomatic style, "butter 
wouldn't melt in your mouth", which implies that Maurice looks 
as if he would never do anything wrong, although Dr. Barry feels 
he might. Such idioms, according to Leech (1983:146), "enjoin us 
to say what is unpredictable and hence interesting". Thus, Dr. 
Barry, in this idiom, creates unpredictability to Maurice, which is 
a feature of powerful language (Owsley and Scotton, 1984; 
Scotton, 1985). The scene here is that there is asymmetry in 
power. Dr. Barry is naturally in a more powerful socioeconomic 
position compared to Maurice, and exhibits his power through 
style-shifting. The doctor continues with his style variation. He 
shifts into what can be called a medical register "the frank mind's 
the pure mind", and then to an informative formal style "Man that 
is born of woman must go with woman if the human race is to 
continue." This last utterance can be considered as a directive 
illocutionary act, i.e. Dr. Barry offers an indirect piece of advice 
to Maurice to fall in love with a woman or to get married. All 
these style shifts take place within the same conversational turn, 
and that Dr. Barry, using this communicative strategy, makes 
Maurice unable to respond to him verbally. Instead, he resorts to 
his mind style^, remembering Dr. Ducie's sexual diagram (p:19), 
• The concept of mind style was first introduced by Roger Fowler (1977) 
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which can be considered as a perlocutionary effect that results 
from the illocutionary act of Dr. Barry. 
In terms of Grice 's cooperative principles. Dr. Barry fails to 
answer Maurice 's enquiry " / don't know what you mean, sir." He 
fails because he has violated at least two of the conversational 
maxims: the maxims of quantity and manner. With reference to the 
first maxim, Dr. Barry doesn't make his contribution as 
informative as is required. The maxim of manner is also violated 
because he doesn' t avoid obscurity and ambiguity, and his 
contribution is neither brief nor orderly. 
However, in his dialogue with his coach, Maurice assumes a 
more powerful role compared to his interlocutor, and therefore it 
is he who shifts his style: 
"How d'ye do, Howell. How's Mrs Howell? How d'ye do, Mrs 
Howell?" 
(Maurice: 22-23) 
Forster realizes this shift and tells us through his narrator that 
Maurice adopts a style "different from that he used to gentle 
folks" (Maurice: 23). The dialogue continues: 
"Isn ' t it a new garden boy? 
"Yes Master Maurice?" 
"Was George too old?" 
"No Master Maurice. He wanted to better himself." 
"Oh, you mean he gave notice" 
"That ' s right." 
"Mother said he was too old and gave him notice." 
"No Master Maurice." (Maurice: 22-23). 
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Unlike his two previous conversations with Dr. Ducie and Dr. 
Barry, Maurice is comparatively in a better conversational 
position. Taking advantage of his powerful position, he is now 
able to control his interlocutor and succeeds to lead the 
conversation the way he wants. From the very opening 
conversational turn, Maurice shifts his style by greeting his coach 
with "How d'ye do", which is grammatically an informal or casual 
style featured by using the elliptical form of the verb "do" and the 
informal short form of /yu:/. He also shifts his style by using the 
informal vocative term boy in ''isn't it a new garden boy?" 
On the other hand, Howell could do nothing other than 
responding to Maurice questions and addressing him very 
formally. His speech style suggests that he accepts his inferiority 
to his addressee as well as the asymmetry of social power. The 
length of the conversational turn is also another factor that goes in 
favour of Maurice in this dialogue. 
Similarly, in a Passage to India Mr. Fielding shifts his style 
drastically in his dialogue with Dr. Aziz. It takes place when Dr. 
Aziz mistakingly takes Ralph for Miss Quested's brother and asks 
him to jump in: 
"Jump in, Mr. Quested, and Mr. Fielding" 
"Who on earth is Mr. Quested?" (APT!: 269) 
By using the expletive "On earth", Mr. Fielding shifts his style 
into an informal style. His disapproval of what Aziz says is 
verbally expressed by this down style shift, which causes 
conversational uncertainty to Dr. Aziz. This uncertainty, according 
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to Berger and Bradac (1982: 117), is "the inability to structure the 
environment as to render it predictable". Dr. Aziz, out of 
uncertainty, adopts a careful formal style in his next 
conversational turn in order to protect himself from another style 
shift from Fielding's side: 
"Do I mispronounce that well-known name? Is he not your 
wife's brother?" (APTI: 269) 
By using this formal style, Dr Aziz attempts to remove any 
misunderstanding and avoid another FTA against his positive face. 
But he fails, as Fielding does not respond to his initiative and 
again downshifts his style: 
"Who on earth do you suppose I have married" (APTI: 269) 
The effect of this second shift on Aziz is so huge that he couldn't 
take his next conversational turn. Forster tells us that he " t r i ed to 
wi thdraw but it was too la te" (APTI: 269) 
The perlocutionary effect caused by Fielding's style shifts 
seems to have gone beyond the immediate situation and thrown its 
shadow on Aziz ' s later dialogue with Fieldig 's brother-in-law, 
Ralph Moor: 
"Your hands are unkind" 
"What the devil have my hands to do with you? This is a most 
strong remark. I am a qualified doctor, who will not hurt you" 
(APTI: 276) 
This is the first conversation for Aziz with an English person since 
that conversation with Fielding in which style shifting has taken 
place. Aziz is now doing what he could not do with Fielding. He 
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resorts to down style shifting to express his anger with Ralph by 
means of using the expletive "What the devil". With this down 
shift, Aziz commits a FTA to Ralph's positive face because it 
implies a direct contempt for his addressee. In this dialogue. Dr. 
Aziz is in a more powerful role being the doctor, whereas Ralph is 
in a powerless role being the patient. It can be argued here that 
Aziz, with his shift, takes an indirect verbal revenge of Mr. 
Fielding through his brother in law. The shift might have also been 
motivated by Aziz 's hatred to the English, which has further 
increased after being charged with attempting to rape Adela 
(see the appendix). This is quite revealed in the same dialogue 
with Ralph: 
"Dr. Aziz, we have done you no harm." 
"Aha you know my name, I see. Yes, I am Aziz. No, of course 
your great friend Miss Quested did me no harm at the Marber" 
(APTI: 277) 
In Where Angles Fear To Tread, the concept of asymmetry 
of power manifests itself in the dialogue between Philip and 
Caroline. When Philip asks Caroline about Gino's father, she 
replies: 
"His father" "Well, I don't suppose you'll think it a good 
match. But that ' s not the point. I mean the point is not — I mean 
that social differences — love, after all — not but what — " 
According to Lakoff (1975), this style is a powerless style usually 
adopted by women. Hosman et al (2002) refer to it as a powerless 
style without classifying it as masculine or feminine. It is a 
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powerless style because it is full of hesitations signified here by 
dashes. It is also featured by hedges such as ^I don't suppose", "/ 
mean". By adopting this style Caroline reveals not only her 
gender, but also her poor communicative fluency, which makes her 
unable to take her conversational turn properly or convey her 
message to Philip accurately. Even when she is given one more 
chance, as Philip doesn't take his conversational turn, she fails to 
get rid of her powerless speech style: 
"Gentlemen sometimes judge hardly. But I feel that you, and at 
all events your mother — so really good in every sense, so really 
unworldly — after all, love— marriage are made in heaven" 
(WAFTT: 25). 
It is clear that Caroline does not want to answer Philip's question. 
Moreover, she attempts to shift Philip's attention to another topic, 
but he ironically rejects the attempt: 
"Yes, yes, Miss Abbot, I know. But I am anxious to hear 
heaven's choice. You arouse my curiosity. Is my sister in law to 
marry an angel?" (WAFTT: 26) 
Now, Caroline, who feels that Philip's style threatens her positive 
face by means of ridiculing her, finds no other way but to answer 
his question, without overcoming her hesitation: 
"Mr. Herriton, don't — please, Mr. Herriton — a dentist. 
His father's dentist" (WAFTT: 26). 
Even when she appears to be in a slightly better position, Caroline 
proves her failure of shifting into a powerful speech style. 
Consider, for example, the following excerpt from her dialogue 
with Philip in which she reveals to him that she loves Gino: 
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"I thought I was past all this, you're taking it wrongly. I'm in 
love with Gino —don't pass it off. I mean it crudely—you 
know what I mean. So laagh at me". (WAFTT: 177-178) 
On the contrary, Lucy, the heroine of A Room With A view, 
resorts to a style that is in contrast with more or less essentialist 
theories about distinct 'woman's language'. This is quite evident 
in her dialogue with her cousin. Miss Bartlett. Miss Bartlett had 
revealed Lucy's affairs with George to Miss Lavish who put it as a 
major scene in her new novel. When they meet after the incident, 
Lucy opens the conversation in this way: 
"Something too awful has happened" "Do you know anything 
about Miss Lavish's novel?" (ARWAV: 159) 
The first impression one can make about this style is that Lucy is 
not committed herself to the basic principle of the conversational 
opening of "greeting". She immediately starts with a powerful 
speech style featured by uttering an ambiguous assertion that no 
doubt leads the conversation unpredictable and uncertain. Then, 
she shifts into a formal interrogative speech act, without giving 
Miss Bartlett an opportunity to take her conversational turn. With 
this verbal act, Lucy violates what Schegloff (1972) calls 
conversational "sequencing". This powerful opening causes a non-
verbal perlocutionary effect to Miss Bartlett, as Forster tells us 
through his narrator "Miss Bartlett looked surprised" (ARWAV: 
159). She attempts to deny her knowledge about the book and its 
content, but Lucy does not believe her. She goes on questioning 
her repeatedly till she finally confesses: 
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' 'I did just happen when I had tea with her at Rome—in the 
course of conversation." (ARWAV: 160). 
Thus, Lucy has led the conversation successfully. She has 
managed, through the communicative strategy of powerful speech 
style, to make Miss Bartlett confess that she had revealed her 
secret. 
Lucy uses this communicative technique not only with 
interlocutors of her own gender, but also with those of the other 
gender. In her dialogue with Cecil, which ends in breaking off 
their engagement, she talks to him in this style: 
"I am very sorry about it; I have carefully thought things 
over. We are too different I must ask you to release me, and 
try to forget that there ever was such a foolish gir l" 
(ARWAV: 167) 
At the surface level, Lucy adopts a powerful style characterized by 
the absence of hedges, hesitation, contracted verb forms, ellipsis, 
etc. E.M. Forster comments on this style through his narrator, 
saying that: 
"It was a suitable speech, but she was more angry than sorry, 
and her voice showed it" (ARWAV: 167) 
Likewise, in Howards End Mrs Munt resorts to shifting her 
style into a powerful one in order to stop Charle 's vulgarity and 
rudeness. The scene takes places when Charles starts talking about 
Helen (Mrs Munt 's niece) in a very bad manner. He states that his 
brother should be ashamed of marrying her and that she is not the 
woman who can stand the climate. He further comments on the 
way Helen spread the affair with his brother by saying: 
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'^Whereas Miss Schlegel [Helen] has lost no time in 
publishing the news". (HE: 17) 
After this, Mrs Munt replies to him in this manner: 
"If I were a man, Mr Wilcox, for that last remark I'd box 
your ears, you're not fit to clean my niece's boots, to sit in 
the same room with her, and you dare-you actually dare-I 
decline to argue with such a person". (HE: 17) 
By adopting this style, Mrs. Munt disregards all what the theorists 
of politeness say. She commits FTAs in their fullest forms to 
Charle 's positive face, and shifts drastically from a distinct 
woman's language. But with this technique, she manages to make 
Charles shift into a polite speech style: 
"All I know is, she's spread the thing and he hasn' t , and my 
father's away and I — 
"And all that I know is 
"Might I finish my sentence, please?" 
"No" (H.E.:17) 
Thus, in asking her to finish his sentence Charles adopts the most 
polite formula of performing a speech act of request, featured by 
using the most formal modal verb "might" and the mitigating 
"please". The interruption here is a powerful language feature 
(Scotton, 1985), which goes in favour of Mrs. Munt. Charles does 
not expect this style shift from Mrs. Munt who was so polite to 
him prior to these conversational turns. She even addressed him 
twice with "Sir", that "Would almost never be used by women" 
(Quirk et al, 1985:1483), let alone aged women like Mrs. Munt: 
"I quite agree sir" "yes sir" (H.E: 16). 
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However, in the longest Journey, we find Stephen unable 
to shift into a powerful style despite the frequent FTAs against his 
negative and positive face committed by Agnes. Stephen is an 
illegitimate half brother of Agnes' husband, Rickie. When he 
comes to discover that he is Rickie's brother, he goes to them to 
tell the news. However, Agnes shocks him when she says that they 
already know his "tremendous news". Then, she attempts to make 
a deal with him by offering an open check, provided that he tells 
no body that he is Rickie's brother (TLJ: 248-249). Stephen 
refuses the deal, and then the following discussion occurs: 
"I see. AH right. It takes a fool; a minute. Never mind. 
Fve made a bad mistake" 
"You refuse?" "Then do you worst! We defy you!" 
"That 's all right, Mrs. Elliot [Agnes]" he said roughly 
"I don' t want a scene with you, nor yet with your husband. 
We'll say no more about it. I t ' s all right. I meant no harm". 
(T.L.J: 250) 
Thus, Stephen is incapable of defending his self-image throughout 
this extract. His utterances in the first conversational turn 
predicate a speech act of apology, as if he were the one who 
committed the FTA of blackmailing. His powerless speech style 
encourages Agnes to perform two directive illocutionary acts or 
behabitives^ in the same conversational turn. These acts are 
"defying" and "commanding", which cause a direct threat to 
Stephen's negative face. In his next conversational turn, Stephen 
could do nothing to save his face. He does not retort to Agnes ' 
' The term behabitive was introduced by Austin (1962:81) 
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face threats or at least withdraw peacefully. Instead, he resorts to 
using some speech acts of self reflecting effect. For example, his 
utterance "We'll, say no more about it" can be interpreted as an 
unwilling promise, which, according to Brown and Levinson 
(1987:68), damages the speaker's negative face. Similarly, his last 
assertion "I meant no harm" commits him to the truth of the 
"proportional content" (Searle: 1975). This accordingly means that 
any intended violation of the truth of his propositional will turn 
his utterance false. Thus, Stephen takes the risk of committing 
himself to what he says, which adds more pressure on his negative 
face wants. Therefore, It can be argued that it is not only Agnes 
that threats Stephen's face, but he himself contributes a good deal 
of doing acts against himself. Even when he appears to be 
offended and intends to leave the place, Stephen makes no attempt 
to shift his style: 
"There, that's all right its my mistake I'm sorry" 
(TLJ: 250). 
He again proves his powerless communicative position by virtue 
of performing some self-humiliating'* speech acts; approving, 
confessing, and apologizing. In short, Stephen in this extract is in 
a fundamental contradiction with what Buck and Austin (1995) 
argue that: 
Forster's characters are seeking continuously to 
empower themselves through the language they use 
At least in this particular communicative situation (see Brown and Levinson: 68) 
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and to modify the status that the society has assigned 
them to better suit their aspirations. 
(Buck and Austin, 1995:71) 
3.3. Types of style shifting in E.M. Forster's novels 
Sociolinguists and ethnographists have realized a number of 
style shifting demonstrated by the speakers in their conversational 
spoken discourse. Given below is an analysis of some of these 
types that are used by E.M. Forster's characters as communicative 
strategies for achieving certain communicative goals. 
3.3.a. Style shifting according to the Topic of discourse 
This type of style shifting has been discussed by a number of 
scholars, for example, Ervin-Tripp (1972), Saville-Troike (1982), 
and Bell (1984, 2001). They all suggest that style may shift 
according to the topic of discourse. Ervin-Tripp and Troike study 
this style shifting under what they call "situational shifting",^ 
whereas Bell discusses it in terms of "responsive style shifting". 
In a number of occasions, E.M. Forster's characters shift 
their style according to the topic they are involved in. For 
example, in Howards End, Charles shifts his style according to an 
annoying topic picked up by his wife, Dolly: 
"But you haven't listened, Charles"-
"What's wrong?" 
"I keep on telling you-Howards End. Miss Schlegel's got it." 
' They follow Bloom and Gumperz (1972:424) who differentiate between "situational switching" and 
"metaphorical switching" 
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"Got What?" said Charles, unclasping her,. What the dickens 
are you talking about?" (H.E:86) 
It is his last utterance in this extract that marks Charles ' style 
shifting. The topic seems to be so disturbing that makes Charles 
forget his promise to his wife not to use this type of speech with 
her, as Dolly tells us: 
"Now, Charles, you promised not to say those naughty-" 
(H.E. 86) 
His style shift is evaluated as a downshift featured by using the 
expletive phrase "what the dickens", which is usually used to 
express annoyance or surprise. But, it is clear that Charles resorts 
to this communicative strategy to express his annoyance at the 
topic. His physical action of "unclasping her" supports this 
argument. Besides, his next utterance highly reveals his 
annoyance; 
"Look here, I'm in no mood for foolery, i t 's no morning for it 
either." (H E: 86) 
The extent to which the topic affects the speaker 's selection 
of a particular style is highly manifested in Helen 's case. Helen, in 
most parts oi Howards End, is accustomed to speaking informally. 
Consider, for example, her style in the following extract, which 
clearly reveals her style identity: 
Meg, Meg, I don' t love the young genterman, I don ' t love the 
young genterman ' Oh, boo hoo! Boo hoo hoo\ Meg's 
going to return the call, and I can ' t Cos why? *Cos I 'm going 
to German eye' O lud, who's that coming down the 
stairs? I vow' tis my brother. O' crimini. (H E: 58) 
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However, when the topic appears to be extremely serious, Helen 
pays a maximum attention to her speech. In the dialogue between 
her and her sister, Margaret, in which she reveals to her the secret 
of being illegally pregnant, Helen selects a style that suits the 
seriousness of the topic: 
I was just saying that I have stopped leaving haphazard. One 
can't go through a great deal of-.... without planning one's 
actions in advance. I am going to have a child in June, and in 
the first place conversations, discussions, excitement, are not 
good for me. I will go through them if necessary, but only 
then. In the second place I have no right to trouble people. I 
cannot fit in with England, as I know it. I have done 
something that the English never pardon it. So I must live 
where I am not known. (H E: 268) 
Helen recognizes that what she is talking about is an 
extraordinarily serious matter, and therefore it is a must to shift 
into a formal style. Except the contracted form "can ' t" , her style is 
purely formal. The sensitivity of the topic, it can be argued, has 
thrown its shadow on Helen's speech style. This example gives 
clear evidence that Helen is communicatively competent, as she is 
able to shift her style whenever and wherever necessary. It further 
suggests that Helen, using this speech style, attempts to maximize 
the credibility of her speech content by adopting the most suitable 
role, i.e. the role of using standard language form (Ervin-Tripp, 
1972:248). Her style is no doubt the most appropriate alternative 
for discussing a topic such as this. Furthermore, Forster wants to 
tell us that Helen has a large repertoire of speech alternatives, 
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which can no doubt enable her to shift from one style into another 
on demand. 
Likewise, Dr. Barry makes a good use of style shifting in his 
dialogue with Maurice. The topic of discourse plays a dominant 
role in making Dr. Barry adopt a style that is not familiar to 
Maurice. Maurice 's mother had complained to Dr. Barry that 
Maurice was sent down from Cambridge because he refused to 
apologize to the dean for his misbehaviour, and that he was 
verbally unkind and brutal to her when she asked him to 
apologize. As a result of these unpleasant developments, Maurice 
was asked by Dr. Barry to go round to be talked to. When he 
arrived, the doctor starts: 
"Well, Maurice, and how goes the career not quite as you 
expected, eh?" (Maurice: 79). 
In terms of Brown and Levinson, Dr. Barry commits a FTA to 
Maurice 's positive face by discussing a topic "how goes the 
career", which Maurice doesn't want to discuss with anybody. Dr. 
Barry 's use of the conjunctive "and" makes his utterances appear 
as if they were a continuation of discourse. But as a matter of fact, 
the use of "and" here does not readily belong to either of the four 
functions identified by Halliday and Hasan (1976), as additive, 
temporal, causative, and adversative. Van Peer (1985) realizes one 
more function for "and": 
And (italics mine) may not only be used to simply link 
two consecutive speech acts which follows each other 
immediately in the turn taking position of the unfolding 
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discourse, it may also and simultaneously be employed 
in order to bridge moments of silence. 
(Van Peer 1985:371) 
Thus, there was a moment of silence between Maurice and Dr. 
Barry, which may suggest that the doctor might have been 
reluctant to get involved in discussing such a sensitive personal 
topic. However, he adopts a good technique by going into the topic 
gradually. He starts with taking a long conversational turn in 
which he gives some hints before touching the main topic: 
"Oh, i t 's all for the best. What do you want with a university 
degree? It was never intended for the suburban classes... 
Quite right to insult the dean..." (Maurice: 79) 
In this excerpt of his long turn, Dr. Barry sounds as if he were 
preparing Maurice for this super style shifting: 
"How dare you bully your mother, Maurice? You ought to be 
horsewhipped. You young puppy! Swaggering about instead of 
asking her to forgive you! I know all about it. She came here 
with tears in her eyes and asked me to speak. She and your 
sisters are my respected neighbors, and as long as a woman 
calls me I'm at her service. Don't answer me, sir, don't 
answer, I want none of your speech, straight or otherwise. 
You are a disgrace to chivalry. I don't know what the world is 
coming to. I don't know the world- I 'm disappointed and 
disgusted with you." (Maurice: 79-80) 
In these utterances, it is clear that Dr. Barry never considers 
Maurice 's positive or negative face wants. He commits FT As on 
record without redressive actions. Form the beginning till the end, 
he keeps on assaulting Maurice, using every offensive word and 
expression. He starts with a negative value laden speech act "how 
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dare you bully your mother", which implies that Maurice is less 
powerful than the would-be bully. Then, he moves to a more 
offensive speech act in its declarative form **you ought to be 
horsewhipped", which would no doubt make Maurice lose his 
face. The attack continues severely with the use of the abusive 
appositional phrase **you young puppy", which causes a direct 
threat to Maurice's positive face. Moreover, his exclusion of 
Maurice from being his neighbors in his utterance "she and your 
sisters are my respected neighbors", adds more burden on 
Maurice's positive face, for this utterance indicates that Dr. Barry 
does not emphasize that he and Maurice "belong to some set of 
persons who share some wants" (Brown and Levinson, 1987:103). 
However, the offensive reaches its climax with Dr. Barry's 
utterance "You are a disgrace to chivalry". Maurice interprets this 
utterance as an illocutionary act bearing the force of accusation: 
"A disgrace to chivalry" lie considered the accusation. 
(Maurice: 80) 
Thus, Maurice disregards all the FTAs committed against his face 
except this utterance. But even when he considers it, he can't help 
retorting to it or even enquire why he is accused of being so. Dr. 
Barry's style is really impolite, rude, hostile, and aggressive, but 
it seems justified due to the seriousness of the topic. Maurice is 
given no chance to save his face, but even if the chance is 
provided to him, what can he say and what argument can he 
provide to exonerate himself from the blame?! The best strategy 
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one can resort to in order to a void more FTAs against his face is 
to remain silent, or to resort to one's mind style, as Maurice does: 
"He followed out his brain of thought with difficulty. His 
brain was still feeble. But he was obliged to use it, for so 
much in current speech and ideas needed translation before 
he would understand them. (Maurice: 80). 
Although Dr. Barry has extravagated in scolding Maurice, the 
perlocutionary effect of his verbal attack has been fruitful and 
tangible, for Maurice, thanks to the doctor 's style, has shown, as 
Forster tells us: 
"Some change in his mouth and eyes and voice since he had 
faced Dr. Barry". (Maurice: 80) 
Similarly, Caroline in her dialogue with Gino shifts her style 
according to the topic. She, whose dialogue with Philip was 
characterized by her using a powerless speech style (see PP. 100-
lOlof this chapter), is now able to shift into a powerful one. 
Caroline falls in love with Gino without his knowledge and now 
comes to know that he is going to marry. The topic seems to be 
serious enough to make her shift her style: 
"Do I understand that you are proposing to marry again" 
"He nodded" 
"I forbid you, then!" 
"He looked puzzled, but took it for some foreign banter and 
laughed" 
"I forbid you" 
"But whv" 
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"You have ruined one woman; I forbid you to ruin another". 
It is not a year since Lilia died, you pretended to me the other day 
that you loved her. It is a lie. You wanted her money. Has this 
woman money too?'(WAFTT: 131) 
At the grammar level, Caroline's style is free from all the features 
of pov^erless speech style. It is characterized by the absence of the 
entire powerless features, which dominated her style in her 
dialogue with Philip. At the speech act level, Caroline performs a 
"directive illocutionary act", i.e. the act of "forbidding" (Searle: 
1975:32), with which she interferes in Gino's freedom of action, 
and thus commits a FTA to his negative face wants (Brown and 
Levinson: 70). This illocutionary act has a double perlocutionary 
effect on Gino, shown by facial expressions (puzzling and 
laughing). In terms of Austin (1962), Caroline's forbidding is an 
infelicitous illocutionary act because she is not in authority to 
perform it. Then, she performs another illocutionary act by 
accusing him of ruining a woman, referring here to Lilia who died 
in giving birth. She goes on exercising her artificial power by 
repeating the same infelicitous illocutionary act of forbidding. 
Caroline does not stop violating Gino's face wants nor does he 
defend himself. As a matter of fact, Gino does not take Caroline's 
utterances as FTAs but as a piece of advice coming from a friend, 
as his next utterance reveals: 
"So you do not advise me" (WRAFT: 131) 
In this extract, Caroline resorts to style shifting strategy in order 
to prevent Gino from getting married. It is one of the few 
occasions in the novel where Caroline shifts to a powerful speech 
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style. The topic of discourse with its sensitivity obliges her to 
abandon her powerless speech habit, at least in this important 
communicative situation. 
It is worth mentioning here that not only style shifting can 
occur in response to the topic of discourse, but also topic-shifting 
can in many occasions be a successful strategy used by speakers to 
avoid certain FTAs either to their own faces or to the faces of the 
addressees. E.M.Forster successfully assigns this strategy to his 
characters. 
3 .3 .b . T o p i c Shi f t ing: 
Dr. Aziz resorts to this communicative strategy when he 
feels that the topic being discussed with Fielding can lead their 
conversation future uncertain. The incident takes place when 
Fielding tells Aziz that he is going to England for business, and 
Aziz thinks that Fielding may intend to meet Adela there. Aziz 
does not want to discuss any topic related to Adela, so he prefers 
to shift the conversation to another topic: 
"What is the nature of the business? Will it leave you much 
spare t ime?" 
"Enough to see my friends." 
"I expected you to make such a reply. You are a faithful 
friend. Shall we now talk about something else?" 
"Willingly. What subject?" 
"Poetry". . . 'Let us discuss why poetry has lost power of 
making men brave. My mother 's father was also a poet, and fought 
against you in the Mutiny. I might equal him if there was another 
Mutiny. As it is, I am a doctor, who has won a case and has three 
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children to support, and whose chief subject of conversation is 
official plans." 
"Let us talk about poetry" (APTI: 245) 
Dr. Aziz makes a successful topic shift by selecting "poetry", 
which is a safe topic for both. In Brown and Levinson system, 
selecting a safe topic minimizes the FTA to the hearer's positive 
face (p. 112). Aziz considers "poetry" a safe topic because he 
knows in advance that Fielding is interested in poetry, especially 
the Persian poetry. However, it can be argued here that Dr. Aziz 
tends to shift the topic more to protect himself than to save 
Fielding's face. Poetry is a truly safe topic, but Aziz exploits it 
politically by virtue of highlighting his mother's father's struggle 
and fighting against the British, and that he may be doing the same 
thing. Poetry, discussed in such a manner, is no longer an 
appropriate or safe topic for Fielding. Therefore, he insists on 
discussing poetry as it is, refusing any further sub-shifts that may 
result in an unpeaceful conversational atmosphere: 
"Let us talk about poetry." (APTI: 243) 
Hence, the discussion goes in this direction "poetry" 
As a matter of fact, this is not the first time in which Mr. 
Fielding manages to control his interlocutor's topic-shift. He falls 
in the same trap with Adela, who shifts the topic from discussing 
her affair with Aziz at the Marber Caves to a religious topic by 
asking him if he really believes in heaven: 
""Do you not believe in heaven, Mr. Fielding .May I ask?" 
She said looking at him shyly. 
"I do not. Yet I believe that honesty gets us there." 
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"How can that be?" 
"Let us go back to hallucinations." (APTI: 212-213) 
Adela adopts a very formal speech style in asking Fielding this 
question, presumably knowing that this topic is not favored by 
Fielding, who is presented by Forster as an atheist. By this topic 
shift, Adela commits a FTA against Fielding's positive face, 
because raising topics, such as religion, race, politics, in Brown 
and Levinson system: 
Shows that the [speaker] doesn't care about or is 
different to the [hearer's] positive face. 
(Brown and Levinson, 1987:66-67) 
However, Adela softens the threat by giving him the option not to 
comply '*May I ask?" 
On the other hand. Fielding gives a contradictory answer by 
means of violating Grice 's maxim of quality "speak the truth, be 
sincere", which suggests that he cannot be telling the truth. By 
using this strategy he encourages Adela to look for an 
interpretation that reconciles the two contradictory propositions: 
" / do not", "Yet I believe that honesty gets us there". When she 
fails to do so and asks for further explanation. Fielding resorts to 
shifting the conversation back to the main topic in order to avoid 
any possible threat against his own face or against his addressee's 
that can result from explaining his contradictory utterances. Thus, 
Fielding proves for the second time that he is communicatively 
more powerful than his interlocutors. This power enables him to 
lead the conversation in both cases safe and peaceful despite the 
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attempts made to create uncertainty and unpredictability in the 
conversation. 
In the Longest Journey, Mrs. Faling, also adopts the same 
communicative strategy when she feels that she has hurt Stephen's 
positive face: 
"A thing of beauty you are not. But I sometimes think you are 
a joy forever." 
"I beg your pardon?" 
"Oh, you understand right enough" Large and steady 
feet...have this disadvantage-you can knock down a man, but you 
will never knock down a woman." 
"I don't know what you mean. Vm not likeiy-
"Oh never mind-never mind. I was being funny. I repent. Tell 
me about the sheep. Why did you go with them?" (TLJ: 102) 
It is clear that Mrs. Failing recognizes that she has done something 
wrong with Stephen's positive face; therefore she shifts the topic 
back by asking him about the sheep. However, Stephen realizes 
that it is just a technique made by Mrs. Failing to redress her 
attack on his face in her previous turns. Therefore, he doesn' t go 
through the details of the story of the sheep, which he had already 
narrated: 
"I did tell you. I had to" (TLJ.: 102) 
Then, Mrs. Failing makes one more redressive action in terms of 
indirect invitation: 
"Did you have any Iunch"(TLJ.: 102). 
Stephen, who has not yet recovered from the FTAs made against 
his face, refuses the invitation indirectly: 
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"I don't hold with regular meals" (TLJ.: 102) 
This refusal seems to be justified and expected from Stephen 
whose face was severely attacked by Mrs. Failing. His indirect 
refusal, it can be argued, suggests that Mrs. Failing fails to draw 
his attention away from the threat in spite of her redressive action. 
This dialogue clearly illustrates Stephen's powerless 
communicative position. He is not able to defend his face or retort 
to Mrs. Fail ing's attack on his face. Unlike Fielding who could 
manage the situation, Stephen surrenders, giving every possible 
chance to his addressee to lead the conversation. He does not 
attempt to shift the conversation to another topic or even drive it 
back to the main topic as done by Fielding. The only thing he 
manages to do is to reject Mrs. Failing's invitation, but even the 
rejection is made indirectly, which shows that he cares for her face 
despite her violation of his self-image. 
At another occasion, Mrs. Failing makes another topic shift, 
which plays a significant role in the development of the plot of the 
novel. The shift takes place in one of the dialogues with her 
nephew, Rickie: 
"I don' t mind Bulford camp" said Rickie... "The men there 
are the son of the men here, and have come back to the old country. 
War 's horrible, yet one loves all continuity and no one could mind a 
shepherd." 
"Indeed what about your brother - a shepherd if ever there 
was? Look how he bores you! Don't be so sentimental." 
"But - oh, you mean -" 
"Your brother Stephen" 
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**Stephen Wonham isn't my brother, Aunt Emily" 
(TLJ: 149-150) 
It is through this tremendous topic shift that Rickie comes to know 
for the first time that Stephen is his half brother. The significance 
of this shift is that, its perlocutionary effect is not a short-term 
effect that would disappear with the end of the conversation. 
Rather, it will remain with him throughout the rest of his life in 
the novel. Therefore, one can confidently say that the story starts 
at this very moment in which Mrs. Failing performs this topic 
shift. 
The power of the shift is highly portrayed by Rickie's verbal 
reaction. He is shown unable to take his conversational turn 
properly after the shocking news "But-oh, you mean-". 
Furthermore, when he attempts to make a negative assertion in his 
next turn, Forster tells us that he adopts "... deferential tones that 
one uses to an old and infirm person"^ (p 149-150). The effect is 
no doubt huge and enormous, but Rickie has no choice but to 
admit the fact that the shepherd, Stephen, is his brother. 
Similarly, Mr. Wilcox makes one of the most significant 
topic shifts in Howards End. It is considered as one of the most 
crucial turning points in the novel. Margaret comes to Mr. Wilcox 
to tell him that she has changed her mind with reference to renting 
his house and that she cannot take it because it doesn't suit her 
family. In the course of discussion, Mr. Wilcox shifts into another 
topic, which can more or less be considered a marriage proposal: 
The emphasis on describing his tone suggests that this tone is different from the one adopted in the 
previous turns. This accordingly means that his tonal shift is motivated by the topic picked up by Mrs. 
Failing 
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"Miss. Schlegel' his voice was firm - "I have had you up on 
false pretence. I want to speak about a much more serious matter 
than a house" 
Margaret almost answered: "I know—" 
"Could you be induced to share my -is it probable—" 
"Oh, Mr. Wilcox!' she interrupted, holding the piano and 
averting her eyes. "I see, I see. I will write to you after words if I 
may." 
"Miss. Schlegel - Margaret - you don't understand" 
"Oh yes! Indeed, yes!" 
"I am asking you to be my wife" (HE: 150) 
Mr. Wilcox does not go into the topic directly in order not to 
shock her. In terms of Brown and Levinson, Mr. Wilcox goes off 
record^ i.e. his utterance implies more than one attributable 
intention so that he cannot be held to have committed himself to 
one particular intent.^ However, Margaret shows her ability of 
reading people 's communicative intention even when they use 
"hinting strategy" (Leech, 1983:97). Despite this encouraging step 
that she knows what he is going to talk about, Mr. Wilcox is still 
unable to show his bravery of making the proposal. His style is 
still marked by hesitation and incomplete meaningless utterances 
"could you be introduced to share my - is it probable - ". 
On the other hand, Margaret shows that she is in a more powerful 
communicative position than him by means of interrupting his 
conversational turn. She goes on impressing us with her 
'Brown and Levinson: p 69. 
'For instance, if Margaret interprets iiis utterance as a FTA, he can simply 
deny that FTA was ever really intended. 
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communicative power when she gives no instant answer to 
Wilcox's proposal despite the fact that she adores him. As a matter 
of fact, Margaret wants to send a message to Mr. Wilcox that she 
can control her sentiment and that such serious matters cannot be 
decided in haste. Her conditional speech act "/ will write to you 
after words if I may" presupposes that no assurance is given to 
him, and that his proposal is subject to refusal. With this, she 
frees herself from any personal commitment in future. 
Mr. Wilcox in his next conversational turn makes it clear 
that he is unable to take the consequences of his topic shift. Up till 
now, he neither conveys his message clearly nor his 
communicative purpose. Furthermore, he takes a turn in which he 
shifts^ form one style into another, and commits a FTA against 
Margaret's positive face. "Mrs. Schlegel, Margaret you don't 
understand." Margaret, however, doesn't take his last utterance as 
a FTA to her positive face, being a negative assertion having the 
illocutionary force of accusation; she just confirms her 
understanding "Oh, yes, indeed yes!" This confirmation 
encourages Mr. Wilcox to make the proposal straightforward, 
plain, and bold in terms of speech act of request: 
"I am asking you to be my wife" (H.E.: 150) 
By performing this speech act, Mr. Wilcox commits a FTA on 
record without redressive action and with maximum efficiency'". 
The threat could have been avoided, given the fact that Margaret 
By virtue of using two different address forms "Miss Sciiiegel" and '"Margaret", 
he shifts his style from formal to informal respectively. 
'" Brown and Levinson: PP. 68-69 
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was able to interpret his hints in his three previous conversational 
turns. However, his insistence on taking another turn seems to be 
an attempt made by him to remove any ambiguity, vagueness, or 
uncertainty that might have occurred in his preceding turns. The 
importance of this topic shift is that Margaret and Mr. Wilcox 
shift their relationship from friendship to emotional relationship, 
which ends later in their marriage. 
3 - 3 . c . E m o t i o n a l Style sh i f t ing 
Style shifting, which is associated with emotional effect, is 
called emotional style shifting. For example, Sato (1973) finds 
that emotion changes are associated with shifts in speakers of 
Hawaii Creol English. With reference to literary discourse, Roger 
Shuy (1980) finds that D.H. Lawrence in lady Chatterley's lover 
uses style shifting as a literary device to demonstrate the 
emotional power of sexuality. Ervin Tripp (2001) comments on 
Shuy's study: 
Roger Shuy has drawn attention to D.H. Lawrence's use 
in lady Chartterley's lover of sicilied dialect shifts by 
the gameiceeper for powerful social effects in redefining 
encounters. Lady Chatterley's awkward attempts to 
speak the gamekeeper's dialect in afterglow talk are a 
demonstration of the Lawrence belief in the emotional 
power of sexuality. There is iconization of dialect as 
naturalness, at least for lady Chatterley. 
(Ervin-Tripp, 2001:48) 
Emotional style shifting has been noticed in E.M. Forster 's novels. 
The characters shift form one style to another when the 
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conversational atmosphere is emotional. For example, Maurice, 
who is impolite to every one including his mother and the dean, 
shifts to a formal polite style in his dialogue with the servant 
Alec. The shift takes place after getting a sexual benefit from 
Alec . " 
"May I ask your name?" 
"I 'm Scudder" 
"I know you're Scudder - I meant your other name." 
"Only Alec just ." 
"Jolly name to have." 
"I t ' s only my name." 
"I 'm called Maurice." (Maurice: 171) 
Maurice opens the dialogue with a formal polite style that is 
usually used for addressing a superior interlocutor. His concern 
about Alec 's negative face is clearly shown in his mitigating use 
of speech act of permission. Instead of asking him directly about 
his name, he first asks for permission to ask. By using this polite 
strategy, Maurice minimizes the imposition by giving Alec the 
option not to comply. After the name is asserted, he takes another 
emotional shift by praising his addressee's name "Jolly name to 
have". With this utterance Maurice fulfills Alec's positive face 
wants, '^ that he is liked by others or some of his wants be liked by 
others. He continues with his emotional shift by allowing Alec to 
call him with his first name "I'm called Maurice", dropping 
" Maurice is presented in the novel as a iiomosexual ciiaracter. 
'"Brown and Levinson: p. 62. 
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altogether the formal address form Mister and Sir'^ This step can 
be interpreted as an attempt made by Maurice to minimize the 
social distance between himself and Alec. 
However, Maurice doesn't maintain this sociolinguistic 
behaviour for long. Later in the novel when Alec tends to address 
him in his first name, he doesn't accept it and insists on 
maximizing the social distance: 
"Maurice, listen, I only..." 
"Maurice, Am I?" 
"You call me Alec...I'm as good as you." 
"I don't find you are" (Maurice: 196) 
Thus, it can be argued here that the shift made earlier by Maurice 
was just a situational one motivated by his emotion towards Alec 
after fulfilling his homosexual desire. Once the motivation 
disappears and they return to their normal life, each of them 
should maintain his social power, i.e. Maurice is Mr. Maurice or 
Sir and Alec is just a servant. 
Similarly, Margaret's emotion towards Henry leads her to 
shift her style when she comes to discover his illegal relationship 
with Jacky. In an attempt to show that she is not disturbed or hurt 
by the affair, she addresses him in this way: 
"Leave it where you will boy. It's not going to trouble us. I 
know what I'm talking about, and it will make no difference" 
(H E.: 223). 
In the same conversation, Maurice insists on Alec not to call him sir "you 
mustn 't call me sir" (p ] 72). 
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Although the matter is extremely serious, Margaret shifts from the 
impolite, harsh, and tough style that is usually expected and 
normally used in such sensitive circumstances to a marked casual 
informal one featured by using the informal vocative "'boy" for 
addressing Henry. By adopting this style, which is a deviation 
from the norm, Margaret assumes the role of the superior. 
According to Scotton (1985): 
In any exchange, conventionalized or not, a speaker 
initiating moves using individual variants [boy] or 
entire verities encoding solidarity is perceived as 
making a negotiation of power by assuming the role of 
the superior. 
(Scotton, 1985:116) 
However, in this exchange Margaret neither negotiates her 
interactional power nor the statusful one. Rather, it is her 
emotional power that guides her to adopt such a style in such a 
critical situation. For Margaret, who is not ready to lose Henry 
whatsoever be the price, using this communicative strategy seems 
to be inevitable. Thus, once again she proves her success in 
dealing with serious subject matters and again triumphs 
communicativly over Henry. 
Adela also uses the same technique in A Passage To India, 
but the aim of the shift is totally different from that of Margaret. 
While Margaret has adopted that device to maintain Henry's 
relationship, Adela utilizes it to get released from Ronny's 
engagement: 
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"I 've finally decided we are not going to be married, my dear 
boy." (APTI: 71) 
The use of the vocative form phrase dear boy shifts Adela 's style 
from formal to informal. By this shift, she tries to minimize the 
perlocuntionary effect on Ronny that would result form her 
declarative illocutionary act that takes the force of an 
announcement. Ronny, who the announcement hurts deeply, 
controls himself and retorts to Adela in the same way: 
"You never said we sliould marry, my dear girl; you never 
bound either yourself or me - don't let this upset you." 
(APTI: 71) 
In these utterances, Ronny shows that he doesn't receive Adela's 
announcement as a FTA. Instead, he turns the threat back on her 
face by means of trivializing her announcement, asserting that no 
proposal has yet taken place so as to be broken off. Both of them 
seem to have handled this emotional situation by resorting to a 
style that can more or less be called a deviation from the norm.' 
One of the most remarkable emotional shifts is found in The 
Longest Journey. It occurs when Rickie comes to Agnes after her 
fiance's death. When she sees him, she immediately says through 
her "mind style": 
"Tliese are the people who are left a live" (TLJ: 63) 
Forster comments on her utterance through his narrator as "From 
the bottom of her soul she hated him** (p 63). Her style content 
reveals her extreme hatred to him to the extent that she wishes he 
'Mn many occasions, lovers end their emotional relationships offensively, 
but Adela and Ronny deviate from this norm. 
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would die instead of her fiance. However, once he starts speaking, 
this extreme hatred turns into admiration, and then emotion: 
"It's the worst thing that can never happen to you in all your 
life. And you've got mind it you've got to mind it. They'll 
come saying 'Bear up-trust to time', No, no; they are wrong. 
Mind it" (TLJ: 63). 
In this conversational turn, Rickie highly deviates from the norm 
of speech act of condolences. He doesn't use words or expressions 
that are usually used by people in such circumstances, such as 
"Bear up, trust to time". He seems to have recognized that Agnes 
needs someone who is able to assess and look at the matter the 
way she does. His speech style content shows that he cares for 
Gerald's death, which in Brown and Levinson system, he fulfills 
some of Agne's positive face wants. In other words, by performing 
the directive command "you've got to mind it", though Rickie 
commits a FTA on Agne's negative face, he still attends to her 
positive face by means of commanding her to do what she really 
likes to do. The way he singles himself out communicatively 
makes Agnes change her attitude towards him and admit for the 
first time that "[the] boy was greater than they supposed" (TLJ: 
64). The conversation continues till Forster informs us that "her 
hatred was lulled" (TLJ: 64). 
After this report, Agnes shifts her style drastically and for the first 
time in the novel addresses Rickie in this manner: 
"Dear Rickie" and held up her hand to him "Dear 
Rickie-but for the rest of my life what am I to do?" 
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"Anything - if you remember that the greatest thing is over" 
"I don't know you", she said tremulously "You have grown up 
in a moment. You never talked to us and yet you understand it all. 
Tell me again - I can only trust you - where is he?" 
"He is in heaven" 
"You are sure" (TLJ: 64-65) 
Thus, one can hardly believe that it is Agnes speaking. Her speech 
style highly reveals a change in her emotion from hatred and 
hostility to respect, trust, and perhaps love. She speaks to him so 
intimately, as if he were not the person whom she hated some 
conversational turns ago. She starts her shift by addressing Rickie 
as dear, which is an in formal address term used for intimates. Her 
physical action, i.e. her holding up her hand to him, reinforces her 
linguistic act of solidarity. Then, she assigns to Rickie the role of 
the superior by asking for his advice and guidance. After Rickie's 
answer, Agnes starts using some assertive speech acts in which she 
fulfills some of his positive face wants. And finally, she concludes 
her shift with a strong utterance in which she states that Rickie is 
the only one she can trust. With this conversation, Agnes and 
Rickie open a new chapter in their relation. Later on, they develop 
this relation into love and then marriage. 
Similarly, in Where Angels Fear to Tread, Caroline shows 
some change in her emotion towards Philip and exhibits that in her 
speech style. The shift takes place after a number of unfriendly 
and hostile conversations between them, which reaches its climax 
when Philip once accuses her of being either a spy or traitor: 
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"Permit me to begin by asking you a question. In which 
capacity have you come to Monteriano - Spy or t ra i tor?" 
"Spy". (WAFTT: 106) 
Towards the end of the novel, however, they tend to shift their 
styles: 
"I 'm muddle - headed and stupid, and not worth a quarter of 
you, but I have tried to do what seemed right at the time. And 
you- your brain and your insight are splendid. But when you 
see what's right you're too idle to do it " (WAFTT: 148). 
In this conversational turn Caroline defames herself and praises 
Philip, which she hardly does throughout the novel. Then she 
makes a sudden contradictory shift by means of violating Philip's 
positive face "But when you see what's right you're too idle to do 
it". According to Scotton (1985), this type of shift: 
Increases the uncertainty and inability of the addressee 
to provide explanation of the speaker's behaviour. 
(Scotton 1985: 116) 
Philip, whose uncertainty increases, finds no words other than 
praising his addressee's positive face. 
"You are wonderful" he said gravely." (WAFTT: 148) 
With this utterance, Philip succeeds to make Caroline repent for 
what she has said in her contradictory shift. Before she starts 
speaking, Forster gets us prepared for the shift by portraying her 
physical act: 
She came up to him, and then her mood suddenly changed, and 
she took hold of both his hands. (WAFTT: 148). 
Forster 's description illustrates that Caroline makes maximum use 
of what is known in the world of proxemics as "posture and 
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interpersonal distance". After this description, she speaks in this 
way: 
"You are so splendid, Mr. Herriton that I can' t bear to see 
you wasted."... "I can't bear - she has not been good to you -
your mother."'^ (WAFTT 148) 
Caroline starts her shift by using exaggerative positive expressions 
to show her sympathy with him (Brown and Levinson: 104). Then, 
she takes another step in which she shows her concern for him 
against his mother. By referring to his mother, Caroline appears to 
be optimistic. '^ In other words, she presupposes that Philip who 
suffers from his mother's orders and obligations will like the 
reference. In his next turn, Philip takes advantage of her shift to 
gain more sympathy from her. He takes a long turn in which he 
narrates many events where he fails to meet his ultimate goals. 
One of these events is his failure to fall in love. 
"I don' t die- don't fall in love. If other people die or fail in love 
they always do it when I'm just not there." (WAFT: 148) 
Caroline 's sympathy increases accordingly and says: 
"I wish something would happen to you my dear friend." 
(WAFT: 149) 
This dialogue puts an end to suspect, distrust, and uncertainty, 
which dominated their relationship in the past and opens a new 
horizon for confidence, trust, and friendship between them. 
''Caroline's speech style is again featured by hesitation, signified by dashes. 
'^Brown and Levinson : 125 
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3.3.d. Initiative style shifting: 
Initiative shift refers to that type of shift in which a speaker 
adopts a style beyond the immediate style of the conversation. 
According to Bell (2001): 
Initiative style shifts derive their force and their 
direction of shift from their underlying association with 
classes of persons or groups. 
(Bell, 2001:147) 
The speaker here shifts into a style of a third person that is not 
usually present at an interaction but he/she influences style even 
in his/ her absence. The third person, whose style is adopted, is 
usually called "referee"'^. 
Initiative style shift is found in Forster 's novels but with a 
limited number of occurrences. For example, in a Room with a 
View Mr. Beeb adopts signora Bertolini 's style in her absence. The 
incident takes place in his conversation with Lucy and Miss Alan: 
"Ho, Mr, Beeb, if you knew what I suffer over the children's 
e d u c a s h i o n ! Hi won't 'ave my little Victoria taught by a 
h i g n o r a n t Italian what can't explain n o t h i n k . " (ARWAV : 32) 
In terms of Bell (2001), Mr. Beeb adopts a style beyond the 
immediate style of the conversation. He shifts into Mrs. 
Bertolini 's style, who is a non-native speaker of English and who 
is not present in the conversation. If Mr. Beeb resorts to this style 
to redefine his identity in relation to Signora Bertolini, then it may 
be called initiative style shift. But the context does not suggest 
See chapter one: PP. 38-39 
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this, as Miss Alan who is present in the conversation tells us that 
Mr. Beeb shifts into this style to mock her in an agreeable way 
(p.33). 
Similarly, Mr. Eager adopts the American accent when he 
happens to comment on a piece of chat between an American girl 
and her father; he says, addressing Lucy: 
"You know the American girl in Punch who says. " Say. 
Poppa , what did we see at Rome?" and the father replies 
"why, guess Rome was the place where we saw the Yal ler 
dog" ( ARWAV : 59) 
This shift is made by virtue of using the informal kinship term 
^'Poppa" that is usually used by Americans.'^ It is also realized 
phonetically in the word "Yaller" for "Yellow", by replacing the 
falling diphthong /ou/ with the post alveolar I x I, which is a 
feature of American English. 
There is strong evidence in the conversation that makes one 
claim that Mr. Eagar does not shift his style arbitrarily. Forster 
tells us this evidence through his narrator: 
But Mr. Eager proceeded to tell Miss. Honeychurch [Lucy] 
that on the right lived Mr. Someone, An American of the best 
type so rare!. . . (A.R.W.A.V. 59) 
This report occurs in the same conversation in which Mr. Eager 
shifts his style. The way Mr. Eager speaks about the American 
man highly reveals his respect and admiration for him "an 
American of the best type- so rare". Accordingly, one can argue 
that Mr. Eager shifts into the American accent to show that he is 
See Longman dictionary of contemporary English (1978:845). 
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so influenced by the man to the extent that he adopts his own 
accent while he is absent. In terms of Bell (2001: 147), the 
American man is a referee who can "influence style even in [his] 
absence". 
In Howards End, E.M Forster exploits the concept of 
initiative style shift to explain the unrevealed relationship between 
Mr. Wilcox and Jacky. Throughout the novel the reader is not 
informed that there is an illegal relationship between the two 
characters, nor does Margaret know about the affair. This secret is 
only disclosed through Jacky by means of shifting her style from 
the immediate speech style of the conversation with Mr. Wilcox in 
the presence of Margaret (Mr. Wilcox's fiancee): 
"Madam, you will be more comfortable at the hotel" he said 
sharply." 
Jacky replied: "If it isn't Hen!" (HE: 211) 
In this excerpt, Mr. Wilcox addresses Jacky in a very formal style 
that is used with strangers. The use of the formal vocative term 
Madam suggests this formality. This communicative strategy is 
usually adopted when there is a considerable social distance 
between the conversational participants. Thus, it is a good 
technique from Wilcox's side, for Margaret is present in the 
conversation. His style shows that he wants the conversation to go 
formally. However, Jacky destroys every communicative effort 
made by him and insists on scandalizing him in front of his 
fiancee: 
"If it isn't Hen!" (H E.:211) 
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By addressing him in this manner, Jacky deviates from the style of 
the immediate situation established by Mr. Wilcox. Her style is a 
markedly casual style featured by the generic vocative term Hen 
for Henry, which is not used unless the addressee is 
extraordinarily intimate. 
This style causes uncertainty to Margaret who gets shocked 
at the way Jacky addresses her fiance. As her doubts increase, she 
finds no other way but to ask Henry about it: 
"Why does she call you Hen?" "Has she ever seen you 
before?" (H.E: 212) 
The answer comes, but not from Henry: 
"Seen Hen before! 'Who hasn't seen Hen? He's serving you 
like me, my dear. Those boys! You wait still, we love' em". 
(H.E. 212) 
Henry, who knows that Jacky and Margaret know each other 
through Leonard (Jacky's husband), thought he was trapped. 
Therefore, he makes no effort to deny the fact: 
"I am a man and have lived a m a n ' s past . I have the 
honour to release you from your engagement . " (H.E :212) 
While he tends to confess his affair with Jacky in an indirect 
constative speech act, he announces his release from Margaret in a 
very bold and plain directive speech act without attending to her 
positive or negative face. It seems reasonable here to argue that 
Mr. Wilcox resorts to this communicative strategy to avoid any 
further possible FTAs to his negative and positive face from 
Margaret, in case she further asks him about his affair with Jacky. 
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Thus, it is clear that all these complexities have resulted 
from Jacky's initiative style shift. Forster does not mention or 
even hint to this affair. Instead, he prefers to let Jacky inform both 
the reader and Margaret about it through her speech style. This 
conversation reveals a good deal about the hidden side of Mr. 
Wilcox's character. Margaret now knows better than any time 
before whom she is going to marry, thanks to Jacky, and thanks to 
her initiative style shift. 
Thus, this chapter has illustrated how Forster utilizes the 
concept of style and style shifting to reveal many social aspects 
about his characters. The analysis of the concept has, for example, 
shown that it is used by the characters as a communicative strategy 
to negotiate their social power in the conversation. Most of the 
examples have shown that it is used by those characters that are 
comparatively in a more powerful position in the conversation. It 
is for the first time one comes to know that style shifting is a 
significant stylistic device used by E.M. Forster in his novels. One 
of the most important benefits of using this concept is that it 
highlights the element of reality in E.M. Forster's novels. In other 
words, the intensive use of this concept makes one claim that there 
is a lot of similarity between Forster's fictional world and the 
outside world. For more details, however, see the concluding 
chapter. 
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CHAPTER-4 
LEXICAL COLOURING IN E.M. FORSTER'S 
NOVELS 
4.1 . Introduct ion: 
Lexical colouring is a linguistic term introduced by Scotton 
(1985). As already stated in Chapter 1, lexical colouring, 
according to Scotton: 
Consists of embedding a lexical choice implying a value 
judgment in an otherwise neutral utterance. 
Functionally, it is related to style shifting [at the lexical 
level], but structurally it is different since it does not 
involve a change in style but rather value-laden lexical 
choices within the same style as the ongoing exchange. 
(Scottons, 1985:106) 
Lexical colouring is a powerful linguistic feature associated with 
powerful speakers because it is a tool to control the interaction by 
passing judgment on its content. Scotton (1985) has identified 
three different functions for lexical colouring. First, it can be used 
for passing judgment on the interactional content. Second, it can 
be employed to set up a negative evaluation of the content or 
something in the content. And third, it can be encoded to trivialize 
either the addressee or his contribution. 
4.2. Lexical co lour ing and a model of markedness 
According to Scotton, lexical colouring is a feature of 
powerful language used by speakers to negotiate their power in a 
talk exchange. It is powerful because "it represents a type of 
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marked choice" (ibid: 108). This argument is based on a model of 
linguistic code choice holding that participants in any talk 
exchange make and interpret linguistic choices in terms of a 
theory of markedness introduced by Scotton (1983). According to 
this model, all linguistic choices are seen as indexical of a rights 
and obligations set (RO set) holding between participants. That is, 
any choice points to a particular interpersonal balance and 
attempts to negotiate its acceptance. Speakers, Scotton argues, 
hold this theory of markedness naturally as part of their 
communicative competence about the connection between 
linguistic choices and social relationships. This association, she 
further claims, is speech community specific with speakers 
knowing what choice is unmarked and which others are marked for 
a specific exchange, as long as the exchange is conventionalized 
and therefore covered by norms. 
In this model, linguistic choices take place within a 
normative framework, but still are not determined. A normative 
framework is posited because a societal consensus must be the 
basis for interpreting the social meaning of choices, associating 
each with a rights and obligations relationship and assigning 
unmarked choices for conventionalized exchanges. But, within the 
framework, speakers have options. They can make any of a range 
of choices, constrained only by the relative attractiveness of 
alternative choices and their outcomes. Thus, this model is related 
to theories of social behaviours based on costs and rewards 
(Thaibaut and Kelly 1959, for example). 
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Within the framework of this model, marked linguistic 
choices play a dominant role in redefining the social relationships 
between participants in the conversational exchange, as stated by 
Scot ton(1985) : 
Marked choices in conventionalized relationships, 
however, rocic the social boat, or at least alter its 
course. They are signals of the speaker's intent to 
change the relationship with the addressee, in terms of 
the rights and obligations balance-to dis-identify with 
the normative balance. Further, by implication, the 
marked choice is a negotiation to establish a different 
RO set as unmarked. 
(ibid: 109) 
One of the most important claims of his model is that 
marked choices are, in general, powerful linguistic features for 
two reasons. First, they always encode personally motivated dis-
identifications with the unmarked choice, the expected. Such a 
move, Scotton argues, is powerful because "any change, pleasant 
or not, disrupts an ongoing exchange" (ibid: 110) 
Second, conversational turns including marked choices lead 
to uncertainty. For example, a boss who says to a subordinate in 
anger "Kindly get your ass in here " underlines his rude request by 
switching from kindly, a lexical choice associated with extra-
polite exchanges, to a casual style. Thus, the addressee becomes 
uncertain how a speaker intends the exchange to proceed. As the 
addressee 's uncertainty increases, the potential for the speaker to 
take more charge overall increases. 
The model considers both the speaker and the talk exchange 
as the dynamic factor affecting lexical choices. It makes use of 
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Halliday's (1975) characterization of the context of speech event 
as complex of three dimensions: field, mode and tenor of 
discourse. Field of discourse refers largely to subject matter; mode 
refers to medium selected; and tenor depends on relationships 
among the relevant participants. However, the model concentrates 
mainly on the tenor of discourse, but is motivated by the speaker 
not the exchange. Gregory and Carroll (1978:8) recognize two 
types of tenor: personal and functional. Personal tenor has to do 
with relative status relationships, such as mother and son, 
employer and employee, teacher and student, and so on. Functional 
tenor refers to the use to which language is put, such as teaching, 
persuading, scolding, etc. Both types of tenor, however, refer to 
linguistic variation relating to participant relationships. 
This model will be adopted in the analysis of the concept of 
lexical colouring in E.M. Forster's novels. It is, I think, the first 
time the model is used in the analysis of literary dialogues and 
utterances. 
4.3. A Stylistic Analysis ' of Lexical colouring in For s t e r ' s 
novels 
Lexical colouring is very much present in E.M. Forster's 
novels. It has been found that E.M. Forster's characters use this 
communicative strategy either to negotiate their power position or 
to empower themselves in conversational exchanges. Given below 
is an analysis of the concept in E.M. Forster's literary dialogues. 
This type of stylistic analysis is an application of the contextualized approach or "contextulized 
st\listics'" (see chapter-1: 24-28) 
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4.3.a. Where Angels Fear to Tread 
In Where AnglesFear to Tread. Lilia uses lexical colouring 
against her mother in law, Mrs. Herriton. It takes place when Lilia 
is in the station, leaving for Italy. She says, addressing her 
daughter. 
"Good- bye darling. Mind you're always good, and do what 
Granny tells you." (WAFTT : 4) 
The use of the title Granny is lexical colouring. Lilia uses this 
title despite the fact that she knows that her mother in law doesn't 
like being referred to as Granny, as Forster tells us "Mrs. Herriton 
hated the title of Granny" (WAFTT: 4). Lilia intends to use this 
title to annoy Mrs. Herriton with whom she maintains a bad 
relationship, especially after Charle's death (Lilia's husband). In 
terms of Scotton (1985), Lilia, using this lexical choice, deviates 
from "the rights and obligations set (RO set) holding between her 
mother in law and herself. The title Granny is a marked choice, 
i.e. verses the unmarked choice, say, for example, grandmother. In 
Lilia's terms, Granny is a marked choice used to violate her 
mother-in-law's positive face wants. Deviating from a social norm 
by means of selecting a particular linguistic choice is a powerful 
language future used by speakers to negotiate their power (Scotton 
1985). Mrs. Herriton does not like the term Granny at all. Later in 
the novel, Lilia's daughter adopts the term after her mother, and 
addresses her grandmother, using the same title: 
"And, Granny, when will the old ship get to Italy?" Asked 
Imra. 
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"Grandmother, dear; not Granny," said Mrs. Herriton, giving 
lier a kiss. (WAFTT:6) 
Mrs. Herriton in her conversational turn shows her disannoyance 
with the title, and prefers to be addressed as grandmother. She 
corrects her granddaughter in order not to develop this linguistic 
habit after her mother. 
Similarly, Harriet resorts to using a lexical choice that 
carries a value laden judgment in her dialogue with Philip. Harriet 
is in a more powerful position than Philip. Throughout the novel, 
she exercises her power on him by means of giving orders and 
obligations. The incident takes place when Harriet gets fed up of 
Philip's frequent failure to convince Gino to leave his baby to 
them: 
"You've said a lot of smart things and whittled away morality 
and religion and I don't know what about the baby"? 
(WAFTT: 28) 
The use of whittled away is lexical colouring because it evaluates 
the speech content. It is used by Harriet to trivialize Philip as well 
as his contribution in his previous turn. The use of this lexical 
choice suggests that Harriet passes a negative judgment on 
Philip's contribution. She could have used a lexical choice having 
a more positive connotation, such as quote, or invoke. But as she 
is quite unhappy with her brother, she finds no other solution but 
to express her inner feeling linguistically through lexical 
colouring. In the same conversational turn, Harriet reveals that she 
has used that lexical choice to express her anger and discomfort 
with her brother, as she proceeds: 
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"You think me a fool, bat I've been noticing you all today, 
and you haven't mentioned the baby once. You haven't 
thought about it even. You don't care Philip. I shall not speak 
to you. You are intolerable". (WAFT:98) 
Likewise, Caroline uses this communicative strategy to show 
her contempt for Harriet. Consider, for example, the following 
excerpt from her dialogue with Philip: 
''You ought to bundle Harriet into a carriage, not this evening, 
but now, and drive her straight away" (WAFTT: 150) 
In the above excerpt the lexical choice bundle is lexical colouring 
because in using it Caroline sets up a negative evaluation against 
Harriet. The word bundle has the implication of pushing something 
somewhere quickly and roughly. Thus, Harriet is made as if she 
were a useless thing being bundled. It further suggests that 
Caroline is very much annoyed with Harriet and that she wants to 
get rid of her as soon as possible. Throughout the novel, Caroline 
and Harriet maintain an unfriendly relationship because Caroline 
opposes the idea of kidnapping Gino's baby. In the excerpt she 
prefers to use the lexical choice bundle verses lexical choices with 
more positive connotations, such as rush or hurry. 
Even E.M Forster uses lexical colouring against Harriet 
through his narrator. See, for example, this rhetorical question: 
"Who would bridle Harriet 's tongue" (WAFTT: 153) 
The use of bridle is lexical colouring with a negative connotation. 
Forster selects this lexical choice to set up a negative evaluation 
against Harriet. He would have used a less negative value laden 
lexical choice, such as stop or cease. Although bridle and tongue 
are collocations, and that bridle is the best choice in this context, 
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it gives a negative judgment of Harriet in the sense that she cannot 
control herself from talking, which suggests a bad communicative 
behaviour in her character. Thus, with this lexical choice Forster 
really succeeds in passing a full negative evaluation on her. It can 
be argued here that Forster's narrator stands by Caroline and 
supports her position against Harriet. 
Lexical colouring is also well exploited by Philip in his 
dialogue with Caroline, He employs a positive value laden lexical 
item when he appears to lose Caroline for good. 
"Well good bye; it's all over at last; another scene in my 
pageant has shifted." (WAFTT: 153) 
The word pageant is lexical colouring containing a positive 
evaluation of Philip's speech content. It suggests that his life has 
been extraordinarily happy since he met Caroline. Philip uses this 
lexical choice in lieu of some less positive value laden lexical 
choices such as show, i.e. he could have said "another scene in my 
show has shifted". However, his insistence on using this lexical 
choice seems to be an attempt by him to fulfill some of Caroline's 
positive face wants that he does not like to leave her because she 
is the only one who can make his life a pageant. With this type of 
use, Philip passes a positive evaluation on Caroline and succeeds 
to make her feel for him: 
"Good bye: it's been a great pleasure to see you. I hope that 
[Pageant] won't shift, at all events." She gripped his hand. 
(WAFTT: 153). 
In terms of Scotton (1985: 116) initiating the use of socially 
significant variants encoding solidarity is a move to augment the 
speaker's power. Thus, it can be argued here that Philip in the 
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above excerpt negotiates his power by selecting a significant 
lexical choice encoding solidarity with Caroline. It is worth 
mentioning that in terms of Scotton, solidarity is a move taken by 
the speaker who assumes the role of the superior in conversational 
exchange. 
4.3.b.The Longest Journey 
Lexical colouring is also found in TheLongest Journey with 
considerable occurrences. For example, Mr. Pembroke resorts to 
this communicative strategy when he happens to comment on three 
men he met at Cambridge. He says, addressing his sister, Agnes: 
"One of the men, too, wore an Eton tie, But the other, I 
should say came from very queer schools, if they come from 
any schools at all." (TLJ; 16) 
In the above excerpt the use of queer is lexical colouring, for it 
implies a negative evaluation of the schools and those who study 
there. Making a negative evaluation through lexical colouring is a 
powerful language feature in which the speaker negotiates his 
power in relation to his addressee or referee (third person non 
present). The lexical choice queer carries a more negative 
connotation than, let's say, odd or strange, which are more or less 
synonymous with queer. 
Similarly, Ansell uses lexical colouring in his dialogue with 
Rickie. The incident occurs when Rickie complains to Ansell that 
he doesn't have a house like him and that he can't find a house 
better than Cambridge. Then, Ansell replies to him in this manner: 
" I can't think why you flop about so helplessly, like a 
bit of sea-weed. In four years you've taken as much root as 
any one" (TLJ: 75). 
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In using the lexical choice flop about Ansell does two things 
simultaneously. First, he passes a negative judgment on Rickie, 
being unable to take a decision on personal matters (selecting a 
house). Second, he trivializes him as well as his speech 
contribution in the preceding conversational turn. Furthermore, his 
simile (like a bit of sea-weed) reinforces the negative evaluation 
implied in the lexical choice (Flop about). Ansell could have 
employed the word ramble which, I think, has a less negative 
connotation than flop about at least in this context. 
In the same dialogue, Rickie uses a lexical choice that can 
more or less be described as lexical colouring. Rickie is very 
proud of Cambridge and those who belong to it. He thinks that 
Cambridge students are really distinguished. His enthusiasm to the 
university leads him to say: 
"I wish we were labeled" (TLJ: 75) 
In the above excerpt Rickie means that students of Cambridge 
should be distinguished from others. However, his lexical choice 
"labelled" seems to be inappropriate to the context. The word label 
is used to describe the characteristics or qualities of people, 
activities or things often in a way that is unfair (cf. Cambridge 
advanced learner's dictionary, 2003: 695). Although Rickie wants 
to emphasize consolidation with Cambridge and those who study 
there, he fails to select the lexical item that conveys the meaning 
intended. The word "labelled" has a less positive connotation than 
the word distinguished, and that in using it Rickie's speech 
content is negatively evaluated. This lexical choice causes 
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conversational uncertainty to Ansell who doesn't like Rickie's 
description and proceeds to ask him: 
"Why labels?" (TLJ: 76) 
In terms of Scotton (1985), a linguistic choice that raises the 
addressee's uncertainty is seen as a powerful language feature. 
Rickie also uses lexical colouring with Mr. Pembroke, who 
asks him if women lose a lot by not knowing Greek: 
"Did women lose a lot by not knowing Greek". 
"A heap" said Rickie, roughly. (TLJ: 83) 
The use of "heap" is lexical colouring because it has a less 
positive connotation than, let's say, "lot" or "much". Besides, the 
use of the quantifier "heap" shifts Rickie's style to informal, 
which doesn't suit the topic being discussed, i.e. education. 
Rickie's style is evaluated as a marked downward shift which, in 
Scotton's system, is a powerful language feature because such a 
type of use "may be seen as trivializing the addressee or topic 
under discussion" (Scotton 1985:116). 
The same communicative strategy is also used by Agnes 
against Rickie when she addressee him in this way: 
"You are cracked on beauty" (TLJ: 83) 
Although Agnes attempts to praise Rickie's positive face, the use 
of cracked here doesn't serve her purpose, as it gives a negative 
evaluation of Rickie. The use of fond o/would have been a better 
choice in this context,as far as positive connotations are 
concerned. 
At another occasion, Agnes resorts to using lexical colouring 
to trivialize Rickie's positive attitude towards people. Rickie 
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believes that one should not hate mankind for any reason. Agnes, 
on the other hand, has a discriminatory attitude against low class 
people and treats them badly. See, for example, the following 
excerpt from one of her dialogues with Rickie: 
"Whaout about yr great theory of hating no one." (TLJ: 140). 
The use of theory is lexical colouring because Agnes in using this 
lexical choice clearly aims at trivializing Rickie and passing 
negative judgment on his attitude. By using this marked lexical 
choice against her husband, Agnes violates the rights and 
obligations balance holding between them, and assumes the role of 
the superior in the conversational exchange. 
Similarly, Mrs. Failing selects a lexical item that implies a 
negative evaluation of the content. Replying to Agnes's apology 
for being rude, Mrs. Failing says: 
"My dear, you may. We're ail off our hinges this Sunday. Sit 
down by me again" (TLJ :154). 
The expression of our hinges functions as lexical colouring with a 
less positive connotation than, for example, "out of our moods". 
Tilliard also makes use of lexical colouring when he happens 
to comment on Rickie's assertion that Ansell is a Philosopher. 
"But Mr. Ansell is a Pliilosopher". 
"A very kinky one" (TLJ: 169). 
The use of "Kinky" by Tilliard for describing Ansell suggests that 
he is more passing a judgment than making a description. The 
word Kinky is evaluative in this context because it is used to 
evaluate someone or something that is unusual, strange, and 
possibly exciting, especially in ways involving unusual sexual 
acts. This lexical choice can be interpreted in two ways. It may be 
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seen as an attempt made by Tilliard to make a negative judgment 
on Rickie's contribution that Ansell is a Philosopher, i.e., Rickie's 
idea is a very kinky one. Or it may be interpreted as a negative 
evaluation made by Tilliard against Ansell, i.e., Ansell is a very 
kinky Philosopher. In both cases, however, the word kinky is 
highly evaluative and therefore it is lexical colouring. 
Similarly, Waddington employs the concept of lexical 
colouring to describe a meal he had with Rickie and Agnes. He 
says, addressing Ansell: 
"But certainly it was a very stony meal" (TLJ: 201) 
The use of the word stony makes Ansell unable to predict the 
meaning intended by Waddington, and therefore he asks for further 
explanation of the word. 
"What kind of stoniness?" (TLJ: 201) 
As a matter of fact, the word stony implies more than one 
meaning. It may suggest that the meal was heavy and delicious, 
after which Waddington felt his stomach extraordinarily full. Or it 
may suggest that the meeting on the meal was not pleasant and no 
one showed sympathy or kindness for Waddington. It may further 
suggest that the people in the meeting kept silent, which made it 
boring. The last meaning is not applicable here, as Waddington 
replies to Ansell's enquiry with: 
"No one stopped talking for a moment" (TLJ: 201) 
Using a lexical item that has more than one meaning or what is 
called in the world of semantics "Polysemy", is a powerful 
language feature, for it makes the hearer unable to decode the 
exact meaning intended by the speaker, and thus it increases his 
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/her uncertainty as to provide an explanation for the speaker's 
linguistic behaviour, Ansell exhibits this effect by asking his 
addressee to explain what he meant by his lexical choice, "What 
kind of stoniness?" 
Another case of lexical colouring in the Longest Journey is 
found in the dialogue between Stephen and Ansell. Despite the 
fact that Ansell was too generous with Stephen by lending him 
some money to buy tobacco, Stephen despise him by selecting a 
lexical item implying a negative evaluation of Ansell. He says to 
him: 
".... How I took a shelling from a boy who earns nine bob a 
week;" (TLJ: 243) 
It is clear that Stephen in this excerpt attempts to trivialize Ansell 
and pass a negative judgment on him. The use of nine bob, and the 
vocative term boy bear a highly negative evaluation against 
Ansell. Forster, through his narrator, tells us that Ansell gets 
annoyed with Stephen for using that negative value laden lexical 
choice, describing the impact left upon him by saying: 
Ansell saw it was useless to argue. He perceived beneath the 
slatternly use of words, the man,- buttoned up in them, just 
as his body was buttoned up in a shoddy suit,- and he 
wondered more than ever that such a man should know the 
Elliots. (TLJ: 243) 
Thus, Ansell judges Stephen through the lexical choices he has 
used and concludes that he cannot be a relative of Elliot's family, 
let a lone being Rickie's half brother. It seems reasonable here to 
argue that Ansell makes a comparison between Rickie and Stephen 
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with respect to their verbal behaviour and the way they speak, and 
judges that they can never be brothers. 
Stephen falls in the same trap in his dialogue with Agnes. 
Agnes knows that Stephen has come to her to tell the news that he 
is Rickie 's half brother (see chapter 3, PP.105-107). In an attempt 
to trivialize him along with his news, she addresses him in this 
manner: 
"Will you tell your tremendous news to me?" (TLJ: 247) 
Agnes, who is not interested in what Stephen is going to say, uses 
the word "tremendous" for describing his news. It is clear that the 
lexical item selected by Agnes is not intended to give a positive 
evaluation about the news she already knows. Rather, it is used as 
a powerful language feature aiming at trivializing her addressee 
along with his coming news. When Stephen starts telling the news, 
Agnes does not interact with him. Instead, she uses the leading 
question "yes" twice, which is a feature of powerful language: 
" I t ' s very odd. It is that I'm Rickie's brother. I 've just found 
out. I 've come to tell you all." 
"Yes?" 
"Half-brother I ought to have said" 
"Yes?" (TLJ: 247) 
Then, Stephen tries to explain his news in detail, but he is faced 
with another lexical colouring from Agnes: 
"There is no occasion to inflict the details" (TLJ: 247) 
The use of inflict is lexical colouring because it makes a negative 
evaluation of Stephen's speech content and it indicates that Agnes 
doesn' t have the desire to hear from him. She selects the word 
inflict in lieu of, for example, explain or go through, which both 
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have more positive connotations than inflict. The use of the lexical 
colouring and the leading question "yes" which are powerful 
language features, cause conversational uncertainty and 
unpredictability to Stephen. His next conversational turn is 
characterized by powerless style features, such as hedges and 
hesitations "you see. . . ." , and Forster describes his verbal reaction 
by saying "delicacy he lacked" (TLJ : 248). 
On the contrary, Agnes gains ground, controlling the 
conversation and her interlocutor. Once again, she uses lexical 
colouring against Stephen, saying to him: 
"I see why you have come here, penniless". (TLJ: 248) 
The use of penniless is another lexical colouring, which trivializes 
Stephen and evaluates him negatively. Although other lexical 
choices, such as indigent, needy, bankrupt, or impecunious have 
almost the same meaning, they are less trivializing, I think, than 
the word penniless. Stephen, whose face is severely violated, is 
shown unable to retort to Agnes or retain what is left of his 
conversational power. His turn after this lexical colouring is 
portrayed by Forster 's narrator: 
"His mouth fell open and he laughed so merrily that it might 
have given her a warning." (TLJ : 249 ) 
As a matter of fact, in this dialogue Agnes takes advantage of her 
husband's advice that she should take "the offensive, instead of 
waiting till he began his blackmailing" (TLJ: 249). She also makes 
use of Aunt Emily 's instructions that "one's only hope with 
Stephen is to start bullying first" (TLJ: 249). 
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Likewise, Rickie resorts to lexical colouring as a 
communicative strategy to retort to Ansell 's contribution in which 
he shows great sympathy with Stephen and intolerable contempt 
for Rickie. In an attempt to trivialize all what Ansell says, Rickie 
uses a lexical choice with an evaluative function. He says, 
addressing Ansell: 
" I t ' s easy enough to preach when you are an outsider." 
(TLJ:254) 
Although the word preach has a positive connotation when used in 
other utterances, Rickie uses it to pass a negative evaluation on 
Ansel l ' s contribution in the preceding turn. The context in which 
the word preaching is used does not at all suggest that Rickie 
makes a positive judgment on Ansell 's speech content, for he uses 
this lexical choice after getting offended with Ansel l ' s 
contribution. This really suggests that he wants to render his 
addressee 's contribution trivial and unworthy. 
4.3.C. A R o o m W i t h A View 
Lexical colouring is also used as a communicative strategy by 
E.M. Forster 's characters in A Room With A View. For example, 
old Mr. Emerson uses this communicative strategy in his dialogue 
with Lucy who comes to thank him for giving them (she and her 
cousin Miss Bartlett) his room at the pension. Mr. Emerson feels 
that he need not be thanked for what he did, and therefore 
addresses Lucy in this way: 
"I think that you are repeating what you have heard old 
people say. You are pretending to be touchy, but you are not 
really." (ARWAV:21) 
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The use of touchy is lexical colouring because it has a negative 
impact on the addressee (Lucy), who considers that the lexical 
item selected by Mr. Emerson evaluates her negatively. Therefore, 
she rejects his judgment by means of using a negative assertion. 
"I am not touchy, I hope." (ARWAV: 21) 
Although she takes the risk of being impolite by disagreeing with 
her addressee, she softens her FTA (disagreement) by using the 
hedge, I hope. In terms of Scotton (1985) a lexical choice that 
causes a negative impact on the addressee is lexical colouring. 
Lucy exhibits this impact by rejecting Mrs. Emerson's lexical 
choice. Had she not considered Mr. Emerson's use of touchy as a 
negative evaluation passed on her, she would not have rejected it. 
Similarly, Lucy adopts the same communicative strategy 
when she happens to comment on George's description of his 
father that he is kind to people. She says to George: 
"I think that a kind of action done tactfully.^^ 
"Tact!" (ARWAV: 23) 
The impact of using the adverb tactfully on George is quite 
obvious. It indicates that Lucy has given a negative evaluation of 
George's father by using this lexical choice. George is shown 
unable to take his conversational turn properly. He just repeats her 
last phrase half completed "tact!". Forster reveals to us through 
his narrator the negative impact of this lexical choice on George, 
illustrating that Lucy's lexical choice was wrong: 
He threw up his head in disdain. Apparently she had given 
the wrong answer. (ARWAV: 23) 
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The same communicative strategy is used by Miss Lavish, 
but against herself. It takes place when she asks Lucy to describe a 
murder incident she saw in the piazza. 
"We literary hacks are shameless creatures. I believe there is 
no secret of the human heart into which we wouldn' t pry." 
(ARWAV: 47) 
The word hacks is lexical colouring implying a value judgment. 
Miss Lavish could have used lexical choices with positive 
connotations, such as writers, groups, people, etc. It seems 
reasonable here to argue that Miss Lavish adopts this strategy to 
soften the FTA that may result from her requesting Lucy to narrate 
the murder story. Although in using this lexical choice she passes 
self negative evaluation and belittles her self considerably, she, in 
return, manages to make Lucy tell the story after she had refused 
to tell it (see ARWAV: 47). 
The idea that using a particular lexical choice may highly 
violate the rights and obligations balance (Ro set) holding between 
conversational participants is clearly shown in the dialogue 
between Freddy and his mother. The excerpt below shows how 
Freddy deviates from the norm by selecting a marked lexical 
choice that one can hardly expect from a son addressing his 
mother: 
"I don' t see you ought to go peeping like tha t" 
"Peeping like that! Can't I look out of my own window?" 
(ARWAV: 81). 
In using peeping, Freddy passes a negative evaluation on his 
mother, for the lexical item peeping has an obvious negative 
connotation. Thus, Freddy pays no attention to the rights and 
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obligations set, or what is called by sociolinguists as role relations 
holding between son and mother. The mother, on the other hand, 
exhibits the negative impact of this negative value laden lexical 
choice on her positive face by repeating his lexical colouring in an 
exclamatory tone "peeping like that!", which clearly reveals that 
she gets surprised at the way her son addresses her. 
Similarly, Lucy trivializes George's contribution and renders 
his argument unworthy. The incident occurs in their dialogue when 
George takes a long conversational turn in which he makes hard 
efforts to convince Lucy not to marry Cecil. After finishing his 
turn, she replies to him in this manner: 
"May I ask what you intend to gain by this exhibition?" 
(ARWAV: 165) 
In using the lexical choice exhibition, Lucy turns all what George 
has said trivial and nonsense, and thus makes a negative 
evaluation of George speech content. Although the word 
exhibition has a positive connotation when used in other 
utterances, the way it is used here and the context in which it is 
involved does not suggest the same. For, Lucy, who is up till now 
engaged to Cecil, cannot be imagined to make a positive 
evaluation of George speech content in which he attacks her fiance 
severely. The only possible interpretation of using this lexical 
choice, it can be argued, is to pass a negative judgment on both 
George as well as his contribution. 
Similarly, Mrs. Honeychurch (Lucy's mother) resorts to 
using lexical colouring as a communicative strategy to pass a 
negative judgment on Lucy's action. Lucy had broken off her 
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engagement with Cecil, and instead of informing her mother about 
this family affair, she happened to reveal it only to her cousin. 
Miss Charlotte, and Mr. Beebe. When they meet, the mother 
addresses her daughter as follows: 
"You know, Lucy. You and Charlotte and Mr. Beebe all tell 
me I'm so stupid, so I suppose I am, but I shall never 
understand this hole-and corner work. You've got rid of 
CeciJ-well and good, and I'm thankful he's gone, though I did 
feel angry for the minute but why not announce it? Why this 
hushing up and tiptoeing.^ (ARWAV: 190) 
In the above excerpt, Mrs. Honeychurch uses three negative value 
laden lexical choices in the same conversational turn. She starts 
with hole and corner work in which she makes a highly negative 
evaluation of Lucy's action. The use of hole-and corner in this 
particular context has a negative connotation, for it makes Lucy 
look as if she had done something which is highly disapproved and 
condemned by people. Similarly, in using hushing up and tiptoeing 
Mrs. Honeychurch again attempts a negative evaluation as well as 
judgment on Lucy's action. Mrs. Honeychurch could have used a 
more positive value laden lexical choice that is "Secrecy" in lieu 
of the three. But it seems that she wants to make a negative 
evaluation of her daughter's action in order to avoid doing it in 
future. 
This powerful linguistic feature leads the future conversation 
uncertain and unpredictable on the part of Lucy. She is shown 
unable to defend herself or retort to her mother. She just remains 
silent, which is the best communicative strategy a person resorts 
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to when he is unable to retort to the FTA. Forster tells us this 
through his narrator: 
"Lucy was silent. She was drifting away from her mother. 
(ARWA: 190). 
4.3.d. Howards End 
Lexical colouring is very much present in Howards End. The 
characters use this communicative strategy to establish certain 
evaluation and judgment either of the addressee or of his/her style 
content. Besides, it is sometimes used by the characters to pass an 
evaluation of a third person not usually present at the 
conversational setting. For example, Helen employs a negative 
value laden lexical choice when she happens to talk about the 
Wilcox's family. She says, addressing her sister Margaret: 
"Oh' Margaret, you don't know what you are in for. They are 
all bottled up against the drawing room window " (HE: 52) 
In using the adjective bottled up, Helen passes a negative 
evaluation on Wilcox family and trivializes them considerably. 
She could have used the lexical choice gathered, which would 
have turned the connotation positive or at least neutral. It is worth 
mentioning here that Helen is very much dissatisfied with the 
Wilcox family and therefore her lexical choice seems to be 
justified. Helen also uses lexical colouring to pass a negative 
judgment on her sister's contribution that there is no reason they 
should be near people, referring to the Wilcox family, who 
displease them or whom they displease. Helen, who thinks that her 
sister cares for the Wilcox's family more than is really supposed, 
retorts to her in the following manner: 
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"Really, Meg, what has come over you to make such a fuss? 
(HE-57) 
The use of fuss indicates that Helen is making a negative 
evaluation of Margaret's contribution. Fuss, in its nominal form, 
suggests that the person shows more dissatisfaction with someone 
which is greater than is supposed to be. Therefore, in this excerpt, 
both Margaret and her argument are negatively evaluated by 
Helen, using the lexical choice "fuss". 
Helen never stops using lexical colouring against the Wilcox 
family. Once again she resorts to this communicative strategy to 
pass a negative evaluation on the time she spends debating with 
Mr. Wilcox. She says, addressing both Mr. Wilcox and Margaret: 
"We suppose it a good thing to waste an evening once a 
fortnight over a debate, but, as my sister says, it may be 
better to breed dogs". (HE: 120) 
The use of waste, verses words with more positive connotations, 
such as spend, utilize or consume, is lexical colouring, through 
which Helen passes a negative evaluation and judgment on her 
debate with Mr. Wilcox. The idea that lexical colouring is always 
evaluative (Scotton, 1985:114) is very much evident in using the 
word waste in Helen's excerpt. In terms of Scotton, Helen 
negotiates her power in two ways. First, she violates the rights and 
obligations balance holding between her and her addresses, for her 
utterance will no doubt be interpreted by Mr. Wilcox that debating 
with him is nothing but wasting time. Second, she uses the 
negative value laden lexical choice "waste", which is a powerful 
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language feature used as a tool to control the interaction by 
passing judgment on its content^ 
Similarly, Margaret establishes a negative judgment against 
Leonard by virtue of using a negative value laden word. Leonard, 
who is interested in reading each and every thing, is described by 
Margaret as: 
"His brain is filled with the husks of Books". (HE: 132) 
The use of husks turns her description upside down. It gives a 
highly negative evaluation about him in the sense that he is 
interested in reading trivial things. Trivializing words or 
expressions are powerful language features implying violation of 
the RO sets holding between participants^ Although Leonard is a 
third person non-present in the dialogue, one can still imagine and 
predict the negative impact on him had he been present. 
While Margaret's evaluation of Leonard was negative, Mr. 
Wilcox shows some sympathy with him by describing his simple 
life in a more positive way: 
"One minute. You know nothing about him. He probably has 
his own joys and interests-wife, children, snug little home," 
(HE: 133) 
Although Mr. Wilcoex's description appears to be positive, the use 
of snug little needs some thinking. The word snug, though has a 
positive connotation, it is not as positive as, for example, the word 
comfortable or even cozy. The collocative use of snug and little is 
another factor decreasing the positive value laden of the word 
snug. 
^See Scotton (1985: pp 108, I 14, I 15). 
'Scotton( 1985: 1 16) 
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Margaret also resorts to using lexical colouring when she 
happens to comment on Mr. Wilcox's hidden personality. She 
says, addressing her sister, Helen: 
"There are heaps of things in him more especially things that 
he does- that will always be hidden from me." (HE: 159) 
Margaret uses heaps as a quantifier, which is roughly synonymous 
with lots, which has a more positive connotation. Although the 
topic is serious, Margaret employs this quantifier, which lessens 
the seriousness of the topic and shifts her style drastically to 
informal. Since the topic is by far sensitive, shifting to informal 
style seems to be inappropriate and unjustified. 
At another occasion, Margaret again uses the same 
communicative strategy against Leonard and his wife, who were 
brought by Helen to a party arranged by Mr. Wilcox. When she 
sees them, she immediately says: 
"Oh no, it 's only my sister screaming and only two hangers on 
of ours, whom she has brought here for no conceivable 
reason" (HE: 205) 
The use of hangers on leaves a highly negative impact on Helen, 
who feels that in using this lexical choice her sister doesn' t 
violate the positive face wants of Leonard and his wife only but of 
her own too, for it was she who brought them there. Therefore, she 
asks her sister to take back the word: 
"Kindly take back that word, hangers on", said Helen, 
ominously calm. (HE: 205) 
As a matter of fact, Margaret could have used a better lexical 
choice with a slightly less insulting connotation. The word 
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dependent, for example, serves the purpose and conveys the 
meaning intended. 
The same communicative strategy is used by Mr. Wilcox 
against himself after being discovered that he had had an affair 
with Jacky. He says to his fiancee Margaret: 
"I could find excuses but I won't. No, I won't. A thousand 
times no. I'm a bad lot, and must be left at that." (HE: 223) 
In using bad lot, Mr. Wilcox establishes a negative judgment 
against himself. It can be argued here that Mr. Wilcox adopts this 
strategy not merely to humiliate himself without gaining 
something in return. As a matter of fact, he knows that he has done 
something that can never be forgiven by Margaret; so it is wise of 
him to evaluate himself than to be evaluated by others. However, 
the way he belittles and devalues himself makes Margaret 
sympathize and feel for him, for she says in her next 
conversational turn: 
"Leave it where you will, boy. It 's not going to trouble us; I 
know what I'm talking about, and it will make no difference." 
(HE: 223). 
The way Mr. Wilcox evaluates himself is quite consistent 
with Helen's evaluation of the family as a whole. At the very 
opening scene of the novel, Helen sets up a negative evaluation of 
the Wilcox family, when she says to Margaret. 
"The whole Wilcox family was a fraud, just a wall of 
newspapers and motor-cars and golf clubs." (HE: 22) 
The metaphorical use of the phrases wall of newspapers, motor-
cars, and golf clubs, all together set up a negative judgment of the 
Wilcox family, which suggests that they are not functionally 
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different from lexical colouring. However, Margaret does not 
agree with Helen 's evaluation. In her next conversational turn she 
makes an evaluation that is contradictory to Helen 's : 
"I don't think that. The Wilcox's family struck me as being 
genuine people, particularly the wife." (H.E.:22) 
At another occasion, Helen goes on employing lexical 
colouring against the Wilcox family in their absence, causing 
negative impacts on her sister, Margaret. This time she selects a 
lexical choice that trivializes the Wilcox family, particularly 
Henry (Margaret 's Husband). After hearing a bell ringing inside 
the Wilcox's house, Margaret asks Helen: 
"Listen! What 's tha t?" 
Helen said, "perhaps the Wilcoxes are beginning the siege.'''' 
(HE: 273). 
The word siege is lexical colouring, in which Helen obviously 
attempts to trivialize the Wilcox family. In doing so, she violates 
the rights and obligations holding between her and her sister, for 
Margaret is now a member of the Wilcox family being Henry's 
wife. Her next conversational turn illustrates her disapproval of 
the lexical choice selected by Helen, showing that she gets 
annoyed with the way Helen speaks about the Wilcox family, or 
rather her family: 
"What nonsense-listen!" (H.E.:273) 
However, Forster comments on this incident, emphasizing that it 
can never be a cause of partition between the two sisters: 
And the triviality faded from their faces, though it left 
something behind-the knowledge that they never could be 
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parted because their love was rooted in common things. 
(HE: 273) 
One of the most significant examples of lexical colouring in 
Howards End is, however, found in one of the dialogues between 
Margaret and Helen towards the end of the novel. In that dialogue 
Margaret happened to make an evaluation of late Mrs. Wilcox, 
with whom she had enjoyed a strong and unforgettable friendship. 
She says, addressing Helen. 
"I feel that you and I and Henry are only fragments of that 
women's mind". (HE: 287) 
In using the word fragments Margaret sets up an evaluation of 
Helen, herself, Henry and Mrs. Wilcox (Henry's late Wife). But, 
while she passes a negative evaluation of her sister, herself, and 
her husband, she gives a highly positive evaluation of Mrs. 
Wilcox. In terms of Leech (1983:34, 35), Margaret's utterance is 
characterized by a "reflexive intention", i.e. an intention whose 
fulfillment consists in its recognition by the hearer. As a matter of 
fact, one feels uncertain about Margaret intention, i.e. does she, in 
her utterance, intend to establish a negative evaluation of herself, 
Helen, and Henry, or she rather wants to set up a positive 
judgment of the late Mrs. Wilcox? Bach and Harnish (1979:15) 
point out, however, that this reflexive intention is executed only 
by virtue of what they call " the communicative presumption," i.e. 
the mutual belief shared by the speaker and the hearer that when 
someone says something to somebody else, it is done with some 
illocutionary goal in mind. Thus, it is the mutual belief between 
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Helen and Margaret that determines the interpretation of 
Margaret's reflexive intention. 
4.3.e. A passage to India 
The first lexical colouring found in a passage to India is in the 
dialogue between Dr. Aziz and Adela. Although it is the first ever 
conversation between them, Adela spares no time to select a 
lexical item that more or less implies a negative judgment. 
"I want you to explain a disappointment we had this morning; 
it must be some point of Indian etiquette". (APTI: 57) 
In using the word etiquette, Adela violates the rights and 
obligations balance holding between her and Dr. Aziz, for in using 
it she does nothing other than trivializing her addressee. Also, in 
using it Adela makes a negative judgment of the Indians, for her 
contribution suggests that disappointing others is part of the 
Indian etiquette. The use of the model verb must, which expresses 
"certainty or logical necessity" (Leech & Svartvik 1986:206), is 
also a factor, reinforcing her argument and negative judgment of 
the Indians. 
Similarly, Mr. Fielding, who is in a powerful position 
throughout the novel, uses lexical colouring to set up a negative 
judgment against Adela. The incident takes place in his dialogue 
with Dr. Aziz who asks him why he doesn't marry Adela. 
"Why don't you marry Miss Quested?" 
"Good God! Why, the girl's a prig.'' (APTI: 102) 
In using the word prig to describe Adela, Mr. Fielding evaluates 
her negatively. Besides, he leads the conversation with Aziz 
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uncertain and unpredictable, as Aziz in his next turn asks for more 
explanation of the word prig: 
"Prig, prig? Kindly explain. Isn't that a bad word?" 
(APTI: 103). 
Instead of explaining to him what the word prig means, Mr. 
Fielding employs another lexical choice in which he again 
trivializes Adela. 
"Oh, I don't know her, but she struck me as one of the most 
pathtt'ic products of western education. She depresses me. 
(APTI: 103) 
The metaphorical use of the word products indicates that Fielding 
looks at Adela as something made by others, and that she strictly 
and blindly follows western teachings and instructions without 
applying her mind or providing herself a chance to think things 
over. With this, Fielding makes a highly negative evaluation of her 
character and highlights his powerful position that he is able to 
make an assessment of others, taking advantage of his long 
experience in the field of education'*. The use of the adjective 
"pathetic" is also a factor, reinforcing his negative contribution 
against Adela. 
This powerful argument contributes a good deal to making 
Aziz change his opinion about Adela and cross the positive image 
he had drawn for her before, as his next conversational turn 
reveals: 
"I thought her so nice and sincere." (APTI: 103) 
However, Fielding regrets the way he has talked of his 
countrywoman. Therefore, he concludes that the reason why he 
Mr. Fielding is presented as a school master in the novel 
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doesn't want to marry her is because she is already engaged to 
Ronny: 
"But I can't marry her if I wanted to, for she has just become 
engaged to the city Magistrate". (APTI: 103). 
At another occasion, Mr. Fielding also resorts to using the 
same communicative strategy in his discussion with Prof. Godbole 
to trivialize his contribution about Dr. Aziz. Godbole believes that 
Aziz might be guilty of the attempted rape charged against him 
by Adela, whereas Fielding firmly believes that Aziz is innocent 
of the crime. Commenting on Prof. Godbole philosophical 
contribution. Fielding Says: 
"You are preaching that evil and good are the same" 
(APTI: 158). 
The use of preaching in this particular context implies that 
Fielding passes a negative evaluation of Prof. Godbole's speech 
content. He uses this lexical choice in lieu of words with more 
positive connotations, such as arguing or simply saying. This is a 
powerful linguistic feature which creates conversational 
uncertainly to the addressee and makes him look trivial. It seems 
justified here to argue that Fielding adopts this communicative 
strategy to show his dissatisfaction with Prof. Godbole's argument 
that Aziz might be guilty of the attempted rape charge. 
Likewise, Mahmoud AH utilizes the concept of lexical 
colouring during Aziz's trial. In defense of Dr. Aziz, he selects a 
lexical item that carries a value laden judgment and sets up a 
negative evaluation against the city magistrate. The incident takes 
place when he happens to enquire about Mrs. Moore (the 
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magistrate 's mother), who would have witnessed in favour of Dr. 
Aziz, had she been present. When the Magistrate says that he 
doesn ' t suppose to call her, Mahmoud Ali replies to him in this 
way: 
"You don't because you can't, you have smuggled her out of 
the country" (APTI: 198). 
The word smuggle implies a negative value judgment, suggesting 
that the Magistrate has acted against the law. The word smuggle 
has the meaning of taking things or people from a place secretly 
and often illegally (cf. Cambridge Advanced learner 's dictionary, 
2003: 1197). It can be argued here that Mahmoud Ali has been 
successful in using this lexical choice, which largely coheres with 
the communicative event. In terms of Scotton 1985, Mahmoud Ali 
violates the social power rituals by selecting this lexical choice 
against the magistrate, who is comparatively in a more powerful 
position both in occupation and social status (being an Anglo 
Indian) than him. However, the sensitivity of the case he defends 
makes him ignore the rights and obligations balance holding 
between him and the magistrate, concentrating primarily on 
salvaging his client from the alleged charge. 
Therefore, it seems reasonable to argue that although 
Mahmoud Ali is obviously in a less statusful power compared to 
the magistrate, his belief that Dr. Aziz is innocent of the attempted 
rape charge gains him another type of power realized by Scotton 
(1988: 199) as "interactional power"^ This type of power. 
For more detail about Scotton's interactional and statusful power, see chapter 
I.PP: 43:44 
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according to Scotton, enables the speaker to control "the 
sequential aspects of the interaction (e.g. controlling the floor) or 
the direction and / or outcome of the interaction (e.g. topic)" 
(Scotton, 1988: 199). 
Similarly, Dr. Aziz uses lexical colouring against Adela in 
his dialogue with Fielding. After wining the case charged against 
him, Fielding attempts to persuade him not to ask for financial 
compensation for his damaged reputation. He suggests that Adela 
should apologize to him in public, and that he can dictate to him 
whatever he likes to be signed by her. Dr. Aziz pretends to accept 
the deal, provided that she signs the following statement: 
"Dear Dr. Aziz, I wish you had come into the cave; I am an 
awful old hag, and it is my last chance." (APTI: 224). 
It is particularly the use of the offensive word hag that evaluates 
Dr. Aziz's style content negatively. Adela obviously will not sign 
such a statement, and that Aziz in putting this impracticable 
condition wants only to render the deal impossible. It is clear that 
if Adela agrees to sign what Aziz has suggested, it will be strong 
evidence against her that it is she who wanted to do the evil at the 
Caves. On the other hand. Fielding seems to be offended with Aziz 
for making such an insulting condition and therefore he prefers to 
close the discussion with him indirectly: 
"Well, good night, good night, it's time to go to sleep after 
that." (APTI: 224) 
However, the negative impact of Aziz's remarks against 
Adela seems to be so huge on him to the extent that he reopens the 
conversation to reveal his disapproval of what he has said: 
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"Oh, I wish yon wouldn't make that kind of remark...It is the 
thing in you I can't put with". (APTI: 224) 
With this contribution, Aziz realizes that he has done something 
wrong with Fielding's face by talking badly about Adela. 
Therefore, he attempts to make a redressive action in terms of 
seeking solidarity with him: 
"I put up all things in you, so what is to be done" 
(APTI: 224). 
In terms of Hudson^ (2003: 114), Dr. Aziz shows "solidarity face" 
for Fielding. His utterance indicates that he approves everything in 
him including perhaps his disapproval of calling Adela a "hag". 
However, Fielding does not show a positive response to 
Aziz's initiative. Instead, he highlights the threat or the violation 
of the rights and obligations balance committed by Aziz: 
"Well, you hurt me by saying it; good night" (APTI:224). 
In this piece of utterance Fielding sends more than one message to 
Aziz. First, he reproaches him for passing that shameful negative 
evaluation on Adela (Calling her a hag). Second, warning him that 
any verbal attack on Adela means a direct threat to his own face. 
And third, his act of solidarity in the previous turn does not 
succeed in softening the face threat he has committed. Therefore, 
it can be argued here that saving Adela's reputation is more 
important to Fielding than accepting Aziz's act of solidarity. Thus, 
all these complexities have, as it is seen, resulted from Aziz"s 
using words and expressions against Adela. The incident causes a 
Hudson (2003:114-116) discusses politeness in terms of solidarity and power. He 
realizes two kinds of face; "solidarity face" and "power face". Solidarity face 
refers to the appreciation and approval that others show for the kind of person we 
are, for our behaviours, values, and so on, whereas power face is realized as the 
negative agreement not to interfere in others' rights and affairs. 
171 
Le^icaCCoCouring in ^.9i. forster's TfoveCs 
direct threat to Fielding-Aziz friendship. It would have taken it to 
a point of no return, had they not shown some wisdom in dealing 
with the matter. It is worth mentioning here that Fielding could at 
the end persuade Aziz to let Adela off paying. 
Later on when his friend Hamidullah asks him why he let 
Adela off paying, he answers: 
"I have allowed her to keep her fortune and buy herself a 
husband in England, for which it will be very necessary". 
(APTI: 238: 239) 
In using the verb buy in this particular context. Dr. Aziz gives a 
negative evaluation and impression of Adela that she cannot marry 
unless she pays someone to marry her. Thus, he raises a highly 
negative point about her that she is undesired or unwanted by men, 
and that if one takes the risk of marrying her, it would be merely 
for her fortune, not for love. His utterance also suggests that even 
if she succeeds in buying a husband, she will owe that success to 
Dr. Aziz, for he was generous enough by not demanding financial 
compensatory reputation damages from her. 
It is therefore true to argue that Dr. Aziz in this piece of 
utterance could successfully convey two different messages. First, 
he passes a considerable negative evaluation and judgment on 
Adela. And second, he attracts favorable attention to himself by 
showing that he is not materialistic or money-grubbing. 
4.3.f. Maur ice : 
Lexical colouring is also found in Forster's posthumously 
published novel, Maurice. For example, Risley shocks us by 
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selecting a lexical item in terms of taboo words against his cousin. 
In his conversation with Chapman and Maurice, Risley starts: 
'^You didn' t see my cousin wasn't being human". 
"He's good enough for us; that 's all I know", exploded 
Chapman. "He's absolutely delightful." 
"Exactly Eunuchs are;" and he was gone. (Maurice: 34) 
The use of the word "Eunuchs" astounds Chapman and raises his 
uncertainty to the extent that he cannot take his next 
conversational turn properly: 
"Well, I 'm ' exclaimed the other, but with British 
self control suppressed the verb. (Maurice: 34) 
Even Risley himself cannot stand the negative effect of his lexical 
colouring and immediately leaves the setting after saying it, as 
Forster tells us through his narrator (see his conversational turn 
above). Also Maurice is dissatisfied with Risley 's impolite style 
and suggests that: 
"You could call your cousin a shit if you liked, but not a 
eunuch" (Maurice: 35) 
He further describes Risley's style as "Rot ten style". (Maurice: 35) 
At another occasion, Maurice himself employs a lexical 
choice that carries a value laden judgment. Asked by Clive if his 
mother interferes in his own affairs, Maurice answers: 
"Oh no, she wouldn't fag herse lP . (Maurice: 45). 
In using the word fag, Maurice shows no respect to his mother and 
thus violates the social norm holding between mother and son. The 
word fag as a verb is UK old fashioned used to be employed for 
describing activities and jobs done by younger boys for their older 
ones at a British private school. For example, if a younger boy 
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fags for an older boy, he does jobs for him (cf. Cambridge 
Advanced learner's dictionary: 436). Therefore, it is impolite of 
Maurice to use this word when he talks about his mother. He could 
have used the word trouble, for example, which has a more 
positive connotation than the word fag. The word trouble does not 
carry the same negative value judgment as does the word fag. Had 
it been used by Maurice, the meaning conveyed would have 
become at least neutral, i.e. neither positive nor negative. 
It can be argued here that in using this lexical choice, 
Maurice negotiates his power with his interlocutor. In other words, 
he wants to show Clive that he doesn't care for anyone even his 
mother, and that he can select whatever lexical choices he wants 
irrespective of the person he talks about or the one he addresses. 
Although Maurice succeeds to create uncertainty not only to Clive 
but to the reader also, he sets up a bad impression about himself 
that he pays no attention and is careless about the basic principles 
of the rights and obligations or role relations that should be 
maintained by everyone in society. 
Similarly, Clive uses lexical colouring strategy in his 
dialogue with Maurice when they are involved in discussing a 
serious topic (religion and belief)- Clive gets dissatisfied with 
Maurice's contribution and feels that Maurice is not qualified 
enough to discuss such a serious topic. Commenting on one of his 
contributions, he says. 
"Don't go hawking out tags like "the redemption" or "the 
trinity", (Maurice: 49) 
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The use of hawking out is lexical colouring because it implies 
selling verses words with more positive connotations, such as 
invoking. In using this lexical choice, Clive does more than one 
thing against Maurice. First, he shows his disapproval of what 
Maurice says in his preceding conversational turn. Second, he 
passes a negative evaluation on his contribution. And third, he 
trivializes him along with his speech content. All these things 
cannot be done by a speaker unless he is in a more powerful 
position compared to his addressee. It is noteworthy here that 
Clive is superior to Maurice both in age and education (Clive 
begins his third year, whereas Maurice is still in the second year at 
Cambridge) (see Maurice: 37). 
One of the most significant benefits of such a 
communicative strategy is that it saves our time and efforts in 
exploring the character's linguistic behaviour. Forster makes the 
reader judge his characters through the language they use and the 
linguistic choices they adopt. For example, throughout the novel 
Forster does not tell the reader or even give hints that Maurice is 
rude and impolite in dealing with others but one linguistic incident 
may be enough to reveal what is not revealed by Forster. In his 
dialogue with Clive, for example, Maurice uses a lexical choice 
that gives the reader a chance to judge him as rude and impolite. 
He says, addressing Clive. 
"All right. Can you mend that bloody bike?" (Maurice: 73) 
The use of the word bloody shifts Maurice's style drastically to 
very informal and impolite. It is an obvious clue of Maurice's 
coarse manners and uncouth behaviours. It is perhaps these 
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rudeness and vulgarity that lead the dean to send him down from 
Cambridge. 
Even in serious discussions he cannot get rid of his 
prevailing informality. Consider, for example, his answer for Anne 
(Clive's wife), who asks him if he really cares for the poor: 
"One must give them a leg up for the sake of the country 
generally, that's all." (Maurice: 146). 
The use of leg up instead of, for example, support shifts Maurice's 
style to informal, which perhaps does not suit the seriousness of 
the topic being discussed. The word support has no doubt more 
positive connotations than leg up, at least with respect to the 
degree of formality and informality. According to Scotton 
(1985:116), Maurice negotiates his power by trying to establish "a 
multi-faceted personality". In other words, Maurice in the above 
excerpt deviates from the formal style which is usually expected in 
such a situation, and thus increases Anne's uncertainty of 
explaining his linguistic behaviour. 
At another occasion in the novel, Dr. Barry resorts to using a 
lexical choice implying a negative value laden judgment against 
Maurice. He says to Maurice, who comes to him for medical 
consultation about his homosexuality: 
"Ah, women! How well I remember when you spouted on the 
platform at School... The year my poor brother died it was... 
You gaped at some master's wife..." (Maurice: 138) 
The use of gape here sounds as lexical colouring with a negative 
connotation. This is because; it implies two physical actions; 
sighting and opening mouth. The last one gives a negative 
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implication of the person being unable to control some parts of his 
body. Dr. Barry makes use of his powerful position in the dialogue 
to use this lexical choice against Maurice. The relation between 
Maurice and Dr. Barry is always asymmetrical, and Dr. Barry 
always assumes the more powerful role when talking to Maurice 
(cf. chapter 3, PP. 93-95) 
One can argue here that Forster could have made Dr. Barry's 
utterance more positive or at least neutral if, for example, had let 
him use the word gaze, which, I think, has a more positive 
connotation than the word gape. Moreover, using this lexical 
choice (i.e. gape at) against a homosexual character raises the 
level of the readers' uncertainty of perceiving his contribution as 
true, valid and reliable. 
Similarly, Mrs. Durham spares no effort to use lexical 
colouring against Maurice. Consider, for example, this excerpt in 
her conversation with Maurice and Mr. Borenius: 
"Oh, don't brush it off (referring to Maurice's hair which 
was all yellow with evening primrose pollen]. I like it on your 
black hair. Mr. Borenius, is he not quite bacchanalian?" 
(Maurice: 164). 
The use of bacchanalian is lexical colouring implying a negative 
judgment against Maurice. This is because the meaning of the 
word bacchanalian implies uncontrolled behaviour and possible 
sexual activity (cf. Cambridge advanced learner's dictionary p: 
78). In using this lexical choice, Mrs. Durham violates the rights 
and obligations balance holding between her and Maurice, who is 
her guest. It is quite strange of old Mrs. Durham to use this lexical 
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choice against her guest. She also attempts to involve Mr. 
Borenius in passing this negative evaluation against Maurice by 
asking for his supporting opinion in terms of a challenging 
question. 
"Mr. Borenius, is he not quit bacchanalian?'' (Maurice: 164) 
Such a challenging question is a feature of powerful language used 
by speakers who assume the superior role in the conversation, (cf. 
Scotton, 1985: 103). Using this type of question in this particular 
context is an attempt made by old Mrs. Durham to gain support 
from Mr. Borenius for the negative evaluation she had passed on 
Maurice. However, Mr. Borenius survives the trap very wisely by 
means of changing the topic of discourse^: 
"But Mrs. Durham", he persisted, "I understand so distinctly 
from you that all your servants had been confirmed." 
(Maurice: 164). 
One more example of lexical colouring is found in the 
dialogue between Maurice and Clive towards the end of the novel. 
After thinking that Maurice has recovered from homosexuality, 
Clive is informed that his ex-lover, Maurice, is in love with the 
servant Scudder. This announcement shocks Clive and hurts him 
deeply, "for intimacy with any social inferior was unthinkable to 
him" (Maurice: 212). Clive assumes that Maurice has become 
normal, especially after hearing from him that he wants to get 
married. Therefore, Maurice's last remark throws its negative 
shadow on Clive's style and makes him select a lexical choice that 
Before he starts speaking, Forster describes Mr. Broenius Piiysicai reaction as 
"[he] raised sightless eyes". This may suggest that he didn't like old Mrs. 
Durham's remark about Maurice. 
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no doubt causes a negative impact on his addressee. He says, 
addressing Maurice: 
"What a grotesque announcement" (Maurice: 212) 
In using the word grotesque Clive passes a negative judgment on 
Maurice's contribution in his preceding conversational turn. The 
word grotesque has two negative implications; it evaluates the 
content as ridiculous and slightly frightening. His ability of 
conveying two meanings using one word is a clear evidence of his 
lexical competence. The word selected is, I think, suitable for 
describing such a shameful announcement made by Maurice, 
although it implies a violation of his positive face that Clive does 
not like some of his wants. 
Thus, it can be argued that lexical colouring is a significant 
linguistic feature existing in all of Forster's novels. It functions as 
a communicative strategy and stylistic device. Forster assigns this 
strategy to his characters to gain ground in conversational 
exchanges, by controlling both the addressee as well as the 
conversation. In addition, Forster uses this strategy to reveal many 
aspects of the social relations demonstrated by the characters in 
their fictional dialogues. Lexical colouring, thus, has a double 
function; it is used by the characters as an effective 
communicative strategy, and by the author as a stylistic device. 
For more details, however, see the concluding chapter. 
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CHAPTER - 5 
CONCLUSION 
The idea that a stylistic model based on sociolinguistic and 
pragmatic concepts and theories can be used in the analysis of a 
literary text has become evident in this study. The model has 
successfully been applied to E.M. Forster's literary dialogues, which 
helped a great deal in providing invaluable information about many 
social aspects of E.M. Forster's novels. It can be argued that the 
model has proved a success because Forster is highly concerned with 
the concept of "connectedness" in the social relations among his 
characters, which makes his novels appealing to examine from 
socioliguistic and pragmatic perspectives 
Throughout the study, it has been observed that the utterances 
and dialogues cited are not so different from the naturally occurring 
ones. This reinforces the claim that Forster 's dialogues and 
utterances can be examined in the same way as real spontaneous 
dialogues. Similarly, it has been noticed that Forster 's characters 
play the role assigned to them by him as if they were real natural 
speakers. The dialogue plays a significant role in analyzing Forster 's 
style in particular and his literary work in general. The fact that 
Forster is one of the few writers who have a mastery of dialogues has 
been reinforced by this study. Form the first novel to the last, Forster 
has shown a great command over his dialogues and proved that he 
has no rival in this type of ari. 
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As far as style shifting is concerned, it has been noticed that 
E.M. Forster has used this concept as a stylistic device to express 
certain social aspects of his characters. The concept is a prevailing 
feature existing in all of Forster's novels. All the main characters in 
the novels have used style shifting in a number of occasions. The 
study strongly supports the claim that style - shifting is used as a 
communicative strategy to achieve significant conversational goals. 
With the help of this strategy, the characters, for example, have been 
able to negotiate their social power and adhere to the role assigned to 
them by Forster. The examples cited and analyzed have shown a great 
consistence with the studies made by Owsley and Scotton (1984) and 
Scotton (1985), that style-shifting is a powerful language feature 
used by speakers to negotiate their power in conversational 
exchanges. It has been observed that the characters who are in a more 
powerful role use style shifting against those who are in a less 
powerful position. Style shifting, the researcher emphasizes, is not 
only a sociolinguistic concept established by Labov (1966), but also 
a communicative strategy used by speakers (characters) to gain 
ground in the conversation, such as controlling the addressee or 
leading the conversation in their favour. 
Through style and style shifting, the reader of Forster 's novels 
can establish clear-cut ideas about the social perspectives of the 
characters, regarding their social class, social power, gender and 
even level of education. In other words, style-shifting can be 
considered as a stylistic device used by Forster to enable his readers 
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and analysts identify his characters and malce a fair judgment of their 
social background. 
Taking into account that "sociolinguistics should be applied 
pragmatics" (Brown & Levinson, 1987:281), the researcher has used 
pragmatic theories, namely Brown and Levinson's politeness theory, 
speech act theory, and Grice's co-operative principles in the analysis 
of style shifting. These theories have proved a success and helped 
considerably in the analysis of the concept. Through these theories, 
style shifting could be identified, understood, and analyzed 
stylistically. Thus, the researcher has successfully followed the 
contextualized approach or "contextualized stylistics" suggested by 
Verdonk and Weber (1995), in which they argue that a pragmatic 
model of meaning can be well used and utilized in the stylistic 
analysis of literary texts. Since the study is mainly concerned with 
reading Forster 's style from sociolinguistic and pragmatic 
perspectives, this model of stylistic is the most suitable to be 
followed. In addition, the study focuses on the social functions of 
Forster 's language, i.e. "The ways in which we use language to give 
our view of our relationships to other people" (Hudson, 2003: 230). 
Hudson's statement can accordingly be modified to become the way 
in which Forster 's characters use language to give their view of their 
relationships to other characters. 
Back to style shifting, four types of style-shifting have been 
discussed in this study. The first type is style-shifting according to 
the topic of discourse, in which many examples have been cited and 
then analyzed, showing that the topic of discourse has affected the 
183 
Conclusion 
choice of the style, and made the characters shift their style from one 
to another. 
The second type is topic shifting. Here, it has been observed 
that the characters resort to shifting the topic of discourse as a 
communicative strategy when they want to avoid certain FTAs that 
may result from discussing the main topic. The characters also use 
this strategy to show their ability of controlling their addressees and 
leading the conversation the way they want. Forster has succeeded to 
assign this strategy to the characters that are in a more powerful role 
in the conversation. Some topic-shifting, it has been seen, plays a 
fundamental role in the development of the story of the novel. The 
topic shift made by Mrs. Failing in the Longest Journey, and the one 
made by Mr. Wilcox in Howards End (see chapter 3: 119-123) 
support this argument. Also, the characters perform this type of 
shifting so spontaneously as if they were in real communicative 
situations. This accordingly means that Forster is always interested 
in creating characters that are quite similar to their real counterparts. 
It also means that by creating such spontaneous characters the 
language of his literary dialogues becomes also closer to that of the 
naturally occurring ones. Thus, his literary dialogue can be treated in 
the same way as real spoken discourse. Therefore, it can be claimed 
that Fowler's argument (1966, 1986), that there is no real difference 
between literary language and non-literary language is very much 
evident in Forster's novels. 
Then, the researcher moves to discuss emotional shifting and 
finds that Forster makes his characters shift from one style to another 
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when the conversational atmosphere is emotional. The findings here 
are to some extent consistent with the study made by Roger Shuy 
(1980) where he finds that style-shifting in D.H. Lawrence's lady 
Chatterley's lover is associated with emotional power. It has been 
found that by virtue of this communicative strategy, the shift-making 
characters have been able to redefine their relationship with their 
interlocutors, for example, Agnes with Rickie, Caroline with Philip, 
Margaret with Henry, and Maurice with Alec. It has also been found 
that emotional style-shifting can in certain occasions be a successful 
strategy used to soften certain FTAs committed against the 
addressee's positive or negative face wants. Margaret and Adela, for 
example, have used this strategy to soften the face threat made 
against Henry and Ronny respectively. (See chapter 3: 125-127) 
The last type is the initiative style shifting. It has been 
observed here that the characters resort to this type of shifting to 
redefine their identity in relation to another character, mostly absent 
in the conversation. This is achieved by adopting his speech style in 
his absence. It can be argued here that E.M. Forster has used this 
strategy as a literary device to reinforce the element of reality in his 
work, for this strategy is always used in real communicative 
situations. Besides, by virtue of using this strategy, Forster has 
played the element of surprise very skillfully. In the conversation 
between .Tacky and Mr. Wilcox (Henry) in Howard's End, for 
example, Jacky, through initiative style-shifting, highly surprised the 
reader that she had had some affair with Mr. Wilcox(see chapter 
3:127-28). It is thus a good literary technique made by Forster to 
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raise the reader's uncertainty as well as curiosity about some untold 
events in the novels. 
In the fourth chapter, the concept of lexical colouring 
(originated by Scotton, 1985) has been discussed. It has been found 
that Forster has used this concept as a communicative strategy in all 
of his six novels. The purpose of using this strategy in his literary 
dialogues has been consistent with Scotton's 1985, that lexical 
colouring is used for three main purposes; first, to pass judgment on 
the interactional conversational content; second, to make evaluation 
of the content or something in the content; and third, to trivialize the 
addressee or the addressee's conversational contribution. 
In this strategy, it has been noticed that the characters have 
been able to negotiate their power position in relation to the 
addressee or referee, or to empower themselves in the conversation. 
It has also been observed that the characters have used this strategy, 
not only against present addressees, but also against third persons 
who are not usually present in the conversation, or as Bell (1984, 
2001) prefers to call "referees" 
Scotton's model of Markedness (1983) has been adopted in the 
analysis of lexical colouring. According to this model, all linguistic 
choices are seen as indexical of rights and obligations set (RO-Set) 
holding between participants, and that any choice points to a 
particular interpersonal balance and attempts to negotiate its 
acceptance. The model has proved a success in the analysis of 
Forster 's literary dialogues and utterances. One of the most 
significant benefits of using lexical colouring in Forster 's dialogues 
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is that the reader and analyst can predict the type of relationships 
holding between the characters. We come to know, for example, that 
Caroline and Harriet in "Where Angels Fear to Tread'' do not 
maintain any good relationship. Caroline reveals this through using 
the lexical choice "bundle" against Harriet, "you ought to bundle 
Harriet into a carriage" (WAFTT: 150). E. M. Forster, through his 
characters, has proved that personal relationships can be influenced 
by choosing one Lexical item rather than the other in the course of 
conversation. This is consistent with what Cruse (1986:285) suggests 
that " a speaker can establish a relation of intimacy with a hearer 
merely by choosing one lexical item rather than the other in the 
course of a conversation." Although lexical colouring is a powerful 
linguistic feature used by speakers to negotiate their power in 
relation to their addressees, it does sometimes give a negative 
impression about the speaker (character) that he doesn't commit 
himself to the basic social principles that should be maintained by 
conversational participants. This can accordingly cause a great 
failure in the social relationship between those participants. Thus, 
the fact that E.M. Forster's characters always fail to connect and 
build a stable and constant social relation may be, among other 
reasons, attributed linguistically to lexical colouring. 
One of the most significant findings of this study, however, is 
the application of Scotton's model of markedness in the analysis of 
literary dialogues. Although the model has been designed to deal 
with naturally occurring dialogues and utterances, the study has 
proved that it can also be used in the analysis of literary dialogues. 
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The use of this model highly supports the claim that literary 
dialogues are not so different from natural spoken dialogues, and that 
both of them can be treated linguistically in the same way. This 
study, the researcher hopes, will open a new horizon for using this 
model, not only in literary dialogues, but in literary texts in general. 
As far as conversational turns are concerned, it has been 
noticed that in many occasions the conversational turn that follows 
the occurrence of style shifting and lexical colouring plays an 
important role in the analysis of these two concepts. This 
conversational turn usually exhibits the impact of using these two 
strategies on the addressee. It has been noticed, for example, that the 
addressee, after facing style-shifting and lexical colouring, cannot 
take his conversational turn properly. He cannot retort to the speaker, 
and his conversational turn becomes featured by hesitations, hedges, 
contracted forms, half complete utterances, i.e. features of powerless 
speech styles. However, when the impact is so huge he prefers to be 
silent. This is because he has failed to explain or predict the 
linguistic behaviour of the speaker (character). 
From pedagogical perspectives, this type of stylistics can play 
a significant role in enhancing the reader's knowledge about other 
disciplines. In other words, using theories and concepts from other 
disciplines in the stylistic analysis of literary texts, makes them 
much easier to understand and grasp than to read as mere theories. 
Thus, the study emphasizes the claim that stylistics should be applied 
linguistics. 
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As a general conclusion, it has become clear that stylistics can 
really go in its scope and function beyond the traditional aesthetic 
dimensions. It should not concentrate only on the structural aspects 
of language. Rather, it must deal with issues related to the functional 
aspects of language as well. This study has gone in this direction, 
proving that such a type of stylistic analysis can help a great deal in 
exploring the social, political, and ideological aspects represented in 
a given literary text, for "ideology is pervasively present in 
language" (Fairclough, 1989: 3), and that "ideologies are closely 
linked to power" (ibid: 2). Although the study does not primarily 
deal with the text from aesthetic perspectives, it can be argued that 
an important part of Forster's aesthetics lies in his skillful and 
convincing use of these two concepts. This study is particularly 
useful for those wh'o are searching for a model of stylistics that 
considers a literary text as an embodiment of the linguistic practices 
taking place in the outside world. Although this analysis has focused 
on and explored only two concepts, it can be taken as a model for 
exploring and investigating other concepts, not only in literary texts, 
but in real spoken discourse as well. The study, 1 hope, has 
succeeded to come up with new thoughts and ideas and deal with 
issues that are hardly discussed in the world of stylistics. 
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SUMMARY AND INTERPRETATION OF 
E.M. FORSTER'S NOVELS 
For a better understanding of this study, the reader must have 
clear-cut ideas about Forster's novels. Given below is a summary of 
the story and main events in each of these novels. 
Where Angels Fear to Tread (1905) 
Philip Herriton, a young barrister, lives with his mother and 
sister Harriet near London in respectable, Subrban Swaston. The 
novel opens with the departure of Philip's widowed sister-in-law, 
Lilia, for a year's travel in Italy, leaving her daughter Irma behind. 
Lilia is a rather vulgar, silly woman and a social embarrassment to 
the Herriton family. She has been sent abroad to improve her self in 
the sober company of Caroline Abbott, a local spinster, who is to act 
as chaperone although much younger. But these well made plans lead 
to disaster. Evidently encouraged by Caroline, Lilia becomes 
involved with Gino Carella, a local youth in the small Tuscan town 
of Monteriano. Philip is dispatched to avert the match by his mother 
but arrives too late. They are married. The marriage is not a success. 
Lilia becomes increasingly isolated and lonely in a strange culture. 
She cannot adjust to, and finally dies giving birth to Gino's son. 
Affairs in Swaston return to normal and the Herritons 
concentrate their efforts on bringing up Lilia's daughter. However, 
In some parts of this summary, I have made use of Nigel Messenger (1991) "How to study an E.M. 
Forster Novel". 
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the situation totally changes when Irma learns of the existence of her 
Italian half brother. The Herritons are inclined to ignore his 
existence but Caroline, overcome with guilt, forces their hand by 
insisting the child be rescued and brought up in England. 
A second rescue partly ensues but this only leads to further 
muddle and eventual tragedy. Caroline sees that Gino loves his son 
and changes her mind but Harriet, inflexible and determined, kidnaps 
him, and the baby is subsequently killed in a carriage accident. 
Philip, who has been ineffectual throughout, returns to tell Gino the 
news. Full with grief, Gino tortures him and is only prevented from 
killing him by the timely arrival of Caroline. 
The novel ends with Philip and Caroline returning to Swaston. 
By now Philip is in love with Caroline but she, thinking him 
detached from any strong emotion, confesses her love for Gino. Both 
have been strongly affected by their experiences but feel they have 
no alternative other than to return to the constraints and conventions 
of respectable English society. 
A Room With A View (1908). 
The story opens in Florence. On her ' improving' tour of Italy 
Lucy Honeychurch arrives at the Pension Bertolini, accompanied by 
her cousin Charlotte Bartlett, to discover that their rooms do not 
have a view. Overhearing their disappointment, another resident, Mr. 
Emerson, offers them the rooms of his son George and himself, and 
they accept. The following day Lucy meets the Emersons at the 
church of Santa Croce where she has been abandoned by an eccentric 
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lady novelist, Miss lavish, who also lives at the pension. Events 
further co-operate to bring Lucy and the Emersons together when she 
witnesses a murder in the Piazza Signora next day. She faints and is 
supported by George who accompanies her home. Matters are brought 
to a crisis during an outgoing to Fiestole that includes the Emersons. 
The party is split up and Lucy, seeking the clergyman, finds George 
instead. He kisses her. Charlotte, who witnesses the kiss, acts the 
outraged chaperon and both ladies leave Florence at once. 
The second half of the novel moves to Summer Street, a small 
village where Lucy lives with her mother and brother Freddy in the 
family home. Lucy becomes engaged to Cecil Vyse ,a well connected 
London aesthete whom she met in Rome. He seeks to rescue Lucy 
from provincial society and sophisticate her for his artistic pleasure. 
Unaware of any past association between Lucy and George, he is 
responsible for the Emersons renting a house in the village. 
Once again matters are brought to a crisis during a tennis party 
when George, excited by a literary rendition of his first kiss in one of 
Miss Lavish's novels, kisses Lucy for a second time. She breaks off 
her engagement to Cecil. Though it is clear to the reader that Lucy 
loves George, she seeks to repress her feelings and plans to travel 
abroad. By a lucky accident, she meets Mr. Emerson at Mr. Beebe's 
rectory. He divines her true feelings and gives her the courage to 
declare her love. The novel ends with the newly - wed couple 
enjoying their honeymoon in the Pension Bertolini with a view over 
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the river Arno, confident that Lucy's family will eventually forgive 
them. 
The Longest Journey (1907) 
The story opens in Rickie Elliot's under graduation room in 
Cambridge. While he day-dreams, Stuart Ansell and other friends 
debate the nature of reality. Their discussion is interrupted by Agnes 
Pembroke, invited with her brother Herbert for a visit. Ansel! rudely 
ignores her, declaring later that she doesn't really exist. After the 
Pembrokes' departure, we come to learn that Rickie's childhood has 
been unhappy and lonely. 
During the Christmas vocation, Rickie visits the Pembrokes 
at Swaston, a genteel town in the south of England. Herbert teaches 
at a minor public school there. Agnes is engaged to Gerald Dawes, an 
athletic bully from Rickie's own school days. Gerald dies suddenly 
after a football accident. Rickie returns to Cambridge and becomes 
engaged to Agnes when she visits him during his final term. Ansell is 
disgusted and warns Rickie against her. 
The scene shifts to Cadover, the Wiltshire estate of Mrs. 
Failing, Rickie's aunt on his father's side. Rickie and Agnes, prior to 
their marriage, make a visit there which ends badly. Mrs. Failing has 
a boorish young retainer called Stephen Wonham who is neither 
sophisticated nor conventional. Mrs Failing tells Rickie that Stephen 
is his illegitimate half brother. Rickie faints, but is prevented from 
telling him of their relationship by Agnes. It is agreed that the affair 
be kept a secret and Stephen kept in ignorance. 
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In order to marry, Rickie gives up trying to write imaginative 
stories and begins work as a teacher at Swaston School. Herbert is 
now house master of Dunwood house and Agnes is to act as his 
housekeeper. Rickie soon becomes entangled in school politics. 
Matters are brought to a head by the arrival of Stephen seeking his 
brother. The Pembrokes try to buy him off but Ansell interferes 
telling Rickie that Stephen is his mother's son, not his father's as he 
had always supposed. Rickie collapses and shortly afterwards leaves 
Swaston with Stephen to begin a new life. 
But Rickie's life is doomed. On a visit to Cadover he becomes 
disillusioned with his brother's drinking and dies saving him from an 
oncoming train. The novel ends sometime later with Stephan now 
married and a reformed character. 
Howards End (1908). 
The novel is about two middle class families, the Schlegels and 
the Wilcoxes. The intellectual Schlegel sisters, Margaret and Helen, 
lead a comfortable, cultured existence in London with their younger 
brother ,Tibby. While spending a holiday abroad, they meet a more 
conventional middle - class family, the Wilcoxes, this chance event 
is to have profound consequences for all their lives. The novel opens 
with a brief and disastrous flirtation between Helen and Paul, the 
youngest Wilcoxes son, when she visits the family home called 
Howards End. Initially Helen is infatuated with the decisive 
baselines energy of the Wilcoxes but then is repulsed by their timid 
conventionality. The affair breaks up amid much social confusion and 
195 
anger. Only Mrs. Wilcox keeps her serene temper, and despite some 
difficulties, she and Margaret develop a close friendship when they 
become temporary neighbors in London. Mrs. Wilcox hears that the 
Schlegels are soon to lose their London home, and when she dies 
suddenly it transpires that she wishes to leave Howards End, which is 
her own inheritance, to Margaret. Margaret has no knowledge of this 
and Mrs. Wilcox scribbled note is ignored as illegal by the rest of her 
resentful family. 
Two years pass and then, once more a chance meeting brings 
the two families together. The sisters wish to help a struggling city 
clerk called Leonard Bast and when they happen to meet Henry 
Wilcox, the head of the family, they ask for his advice. Henry is 
drawn to Margaret, the more moderate of the sisters. On the pretext 
of helping her find a new home, he woos her and quickly proposes 
marriage, and Margaret accepts. Before her own marriage, however, 
Margaret must help Henry organize the wedding of his daughter, 
Evie. 
The wedding brings some unwelcome revelations. Helen arrives 
at the end of the celebrations in great anger, with Leonard and his 
wife Jacky in tow. Leonard has lost his job through Henry's bad 
advice and Helen demands immediate redress. It also becomes 
evident that Jacky has once been Henry's mistress. Margaret does her 
best to protect Henry by sending the Basts a dismissive note. In 
consequence, Helen goes abroad without seeing her sister again. 
Margaret forgives Henry and they marry, but the problem of finding a 
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proper home remains unsolved as Henry no longer wishes to live at 
Oniton Grange. 
Meanwhile, Helen continues to a void her family and her 
behavior begins to look increasingly odd. Concerned about her state 
of mind, Margaret agrees reluctantly to Henry's plan of surprising 
her when she goes to Howards End to collect some books. To her 
alarm, she finds that Helen is pregnant. We learn that Helen had 
given herself briefly and impulsively to Leonard Bast who has been 
suffering guilt and remorse ever since. 
Events move towards a final catastrophe when Leonard arrives 
at Howards End to see Margaret. There, he is assaulted by Charles, 
the eldest Wilcox son, and dies of heart failure. Charles is 
imprisoned for manslaughter and his father breaks down. Margaret 
takes him, along with Helen, to recover at Howards End. The novel 
ends with a family gathering some months later. Helen has given 
birth to a boy. Henry Wilcox gives Howards End to Margaret and 
Leonard's child will eventually inherit the house. 
A Passage to India (1924). 
The setting is India at the time of the Raj Mrs. Moore and her 
prospective daughter-in-law, Adela Quested, are newly arrived in 
Chandrapore where Mrs. Moore's son, Ronny Heslop, has the post of 
City Magistrate. The purpose of the visit is to make the engagement 
official. Adela is an independent, serious minded girl who wants to 
see the " Real India". The English community obliges her by 
arranging a formal "Bridge party" where she can meet some of the 
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local Indians. This is not a success. Mrs. Moore has already struck up 
a warm friendship with a young Moslem doctor, Aziz, who she has 
met by chance in a mosque. Matters develop further when Cyril 
Fielding, the liberal principal of the local Government College, 
invites the two ladies to meet Aziz and professor Godbole, one of his 
Brahman colleagues, at a tea party. Unfortunately this, too, is a 
failure when Ronny's arrival disturbs the atmosphere and the party 
breaks up in some disorder. Adela has decided that India has changed 
Ronny and she no longer wishes to marry him, but a mysterious car 
accident brings them closer together and they announce their 
engagement. Meanwhile, Aziz and Fielding have taken to each other 
and, by the end of the first section of the novel, have become close 
friends. 
The second part of the novel revolves around the mysterious 
Marbar Caves, some twenty miles out of Chandrapore. Aziz has 
impulsively invited the English ladies to visit these local curiosities 
at Fielding's tea party and feels compelled to go through with this 
scheme although no one is very enthusiastic. From the start, the 
expedition is dogged with misfortune: Fielding and Godbole are late 
and miss the train; Mrs. Moore is upset by the Caves and becomes 
unwell; Aziz and Adela continue to a high rock called the Kawa Dol 
with a single guide, but become separated and enter different caves. 
Aziz emerges from his to find that Adela has gone down the hill and 
returned to Chandrapore in a passing car. Fielding arrives late and 
the party returns home to discover that Aziz has been charged with 
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attempted rape. Attitudes in the community polarize and harden. 
Fielding, confident of Aziz's innocence, resigns from the English 
club and throws in his lot with the Indians. Mrs. Moore is similarly 
certain that Aziz is not guilty but, ill and disillusioned, she decides 
to go home to England early and dies at sea. Finally, the matter is 
brought to trial where Adela becomes convinced that she has made a 
mistake and withdraws the charge. Much recrimination follows and 
Adela is shunned by the Anglo - India community. Fielding feels 
bound to support her and, in consequence, his friendship with Aziz 
suffers. This part of the novel ends with Adela and Fielding returning 
separately to England. 
The narrative concludes, two years later, in the native state of 
Mau where Aziz has taken up a post as doctor to the Rajah. Fielding, 
back in India and promoted, has arrived in an official capacity to 
inspect the new school Aziz has no wish to meet him as he feels 
betrayed. Because of misunderstandings and resentments, he is 
convinced that Fielding has married Adela after persuading him to 
forgo the financial compensation from her that was his due. He 
discovers that this is untrue: Fielding has married Stella, Mrs. 
Moore's daughter by her second husband, but Aziz is not mollified 
until he falls under the spell of Ralph, Mrs. Moore's other son. 
Although different and eccentric, Ralph reminds Aziz of Mrs. Moore 
and the special relationship that they enjoyed. The novel ends with 
Aziz and Fielding enjoying one last ride together through the Mau 
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jungle, knowing that their friendship cannot be sustained in the 
complexities of modern India. 
Maurice. (1913- 14) (posthumously published (1971)) . 
Maurice Hall is the only son of a respectable Edwardian family. 
His home for most of the novel is middle class where he lives with 
his widowed mother and his two sisters. After public school and 
Cambridge, he seems destined for an unexceptional life as a 
stockbroker in the family firm. However, Maurice is a homosexual. 
Most of the novel explores his slow discovery of this fact, the effect 
that it has on his private life, and how, finally, it transforms his 
existence. 
After briefly following Maurice through his school days, the 
substance of the novel examines his relationship with two contrasting 
lovers, Clive and Scudder. Maurice meets Clive Durham, a young 
squire, at Cambridge; they fall in love and have an intense lyrical, 
platonic relationship that lasts for three years. Then, quite suddenly, 
Clive experiences an emotional change and reverts to 'normal sexual 
feeling". He marries and takes up his role as pillar of the local 
community. Maurice is devastated. He seeks a cure for his condition 
without any success. Matters are brought to a crisis on a visit 
Maurice makes to Penge, Clive's country house. He has a sexual 
liaison with Alec Scuder, a gamekeeper on the estate. Maurice 
persuades Alec not to emigrate and live with him outside respectable 
society. The novel ends with Maurice telling Clive of his new love 
before beginning his life as a social outlaw. 
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